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This study began as an effort to interpret the 
iconography of Maya art within a closed sys- 
tem—a single ceremonial city. Yaxchilan, Chia- 
pas, was chosen because its many sculpted 
monuments are well documented and have suf- 
fered little looting. Dating between A.D. 454 
and 808, they show a great variety of format 
and subject matter. Adding to the suitability of 
Yaxchilan for an iconographical study was the 
fact that the original locations of the sculptures 
relative to architecture could be reconstructed. 
Also, a firm chronological and historical foot- 
ing was provided by Tatiana Proskouriakoff's 
studies of the dates and hieroglyphic inscrip- 
tions. However, the distributional and rela- 
tional analyses of iconography that I thought 
would answer questions about the meanings of 
imagery provided unexpected benefits, allow- 
ing me to see provocative patterns of ritual be- 
havior. The Maya, it seemed, conceived the im- 
agery of each monument in relation to nets of 
meanings woven by the symbols on previously 
existing monuments placed throughout the 
city. Also, it was clear that cultural ideals and 
community identity were being forged through 
art. The city itself was the work of art, not one 
which was passively admired, but one whose 
creation attracted ideal order into the lives of 
its inhabitants. 

After this realization, Yaxchilan and other 
Maya cities seemed fundamentally different in 
character and focus from cities of the modern 
industrialized world. How valid was this per- 
ception, and what was the nature of the dif- 
ference? To interpret public art in the city of 
Yaxchilan, I had to consider what roles art and 
the city played in the cultural map of the an- 
cient Maya. 


Preface 


Understanding the conceptual systems of an- 
cient civilizations and making them compre- 
hensible across cultural barriers can be done— 
carefully—by identifying the categories of 
order regarded as appropriate by the people 
under study. This goal is more commonly un- 
dertaken in the interpretation of ancient texts, 
but it can also be approached through ethnog- 
raphy and through art. That has become the 
aim of this volume—to interpret the cultural 
and aesthetic bases for the design of public art 
within what I believe was a relevant ideological 
matrix for the Maya—a community. The study 
focuses on the best-documented period of Yax- 
chilan's history—the reigns of Shield Jaguar 
(reigned A.D. 681—742) and his son Bird Jaguar 
IV (reigned A.D. 752—772]. 

Two basic assumptions are inherent in this 
approach. The first is that art objects, as pri- 
mary documents, speak as clearly as the writ- 
ten word about the ideals and cultural systems 
of a society. This concept is fundamental to the 
history of art, but not widely accepted as valid 
in other fields, in which the written word is 
usually the only admissible primary source 
relating to ideology. Yet some anthropologists 
have taken this view and developed the rela- 
tionship between art and culture more pro- 
foundly, perhaps, than art historians have. The 
visual arts materialize a way of experiencing, 
even if they are, as Clifford Geertz puts it, "no- 
toriously hard to talk about.” ! 


This realization, that to study an art form is to 
explore a sensibility, that such a sensibility is es- 
sentially a collective formation, and that the 
foundations of such a formation are as wide as 
social existence and as deep, leads away not only 
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from the view that aesthetic power is a grandilo- 
quence for the pleasures of craft. It leads away 
also from the so-called functionalist view that 
has most often been opposed to it: that is, that 
works of art are elaborate mechanisms for defin- 
ing social relationships, sustaining social rules, 
and strengthening social values. . . . The central 
connection between art and life does not lie on 
an instrumental plane, it lies on a semiotic 
one.... The signs or sign elements . . . that 
make up a semiotic system we want, for theo- 
retical purposes, to call aesthetic are ideationally 
connected to the society in which they are 
found, not mechanically? 


Geertz suggests that the work of art expresses 
the “feeling a people has for life." The greatest 
challenge in interpreting the aesthetic phe- 
nomenon is "how to incorporate it into the tex- 
ture of a particular pattern of life. And such 
placing, the giving to art objects a cultural sig- 
nificance, is always a local matter. . ."? 

The second assumption made here relates to 
Geertz's observation that meaning in the arts 
always depends on a local usage and a local way 
of being. This study begins to prove that Maya 
pictorial symbols do not necessarily have the 
same meaning in every city's art and ritual, and 
in this it differs from most previous studies of 
Maya iconography. Until now, the method used 
in deciphering iconography (and hieroglyphs! 
has been to find as many examples as possible 
of the item, determine the various contexts for 
its use, seek phonetic values for the item, find 
supporting clues from ethnographic and ethno- 
historical works, then make a definition that 
encompasses the greatest number of associated 
factors of evidence. Great progress in our under- 
standing of Maya civilization has been made in 
this manner. However, I think that the time 
has come to make sharper definitions of sym- 
bols used in Maya culture, based on a more pro- 
found knowledge of the specific local calendric, 
ritual, and political contexts in which the sym- 
bols were used. Focusing on a single site allows 
a richer texture of Maya culture to be brought 
into play. 

Before asserting that symbols had local 
shades of meaning at individual cities, I made 
or supervised studies of all costume and cosmic 
elements in the art of Tikal, Palenque, Caracol, 
Bonampak, Site Q, and Piedras Negras. It be- 
came clear that symbols of the supernatural 
tend to be pan-Maya and also that some cos- 
tume elements, such as the "drum-major 
headdress" used for accession ceremonies, are 
widely distributed among Maya sites, but that 
in most cases each site uses a distinct version 


of the element. Other costume items are spe- 
cific to a single site or to a few sites within a 
region. Some items were copied from the reper- 
toire of regalia at one city by another, but the 
exact use of the item tends to differ. These ob- 
servations are noted in the interpretations of 
symbolic elements in this study, but deserve a 
much fuller treatment in the future. Such an 
analysis, tracing the adoption of ceremonial 
items from one city to another, will provide 
dated evidence of interaction among sites. 

Studies of the art as systems of information 
about beliefs, ritual practices, social structure, 
and the like led to some tentative hypotheses 
about art in Maya society for which I wanted 
confirmation. For example, analyses of the con- 
textual and relational organization of pictorial 
symbols and themes, coupled with a basic fa- 
miliarity with the hieroglyphic texts, led to 
the discovery of some principles in the design 
of art and the city. Also, based on the number 
of unique elements of costume and pictorial 
theme at Yaxchilan, it seemed to me that the 
design of public art was directed toward pro- 
ducing a sense of local identity for the inhabi- 
tants of each ceremonial city. To see if others 
had observed similar tendencies among the 
Maya people, I turned to the ethnographic liter- 
ature. There are no accounts written by mem- 
bers of European-derived society about life in 
the Maya lowlands during the period under in- 
vestigation. However, because it is well docu- 
mented that, in a general sense, fundamental 
aspects of Maya culture lived on in Yucatan 
and Guatemala, I have used Colonial and mod- 
ern studies of Maya societies to establish a gen- 
eral frame of reference with which to consider 
the ancient Maya. Only when similar observa- 
tions about Maya behavior were described— 
often obliquely—in several of these accounts 
did I trust the veracity and cultural implica- 
tions of my perceptions of the Yaxchilan pic- 
torial tradition. 

To give the art of Yaxchilan a fuller cultural 
context than I think currently exists in the ar- 
chaeological or art historical literature, I have 
attempted to synthesize a very preliminary pic- 
ture of Maya traditional culture based on a con- 
cordance of traits found in Classic Period art 
and hieroglyphs, Colonial Period reports, and 
modern ethnographic studies. This view of the 
Maya, presented in Chapter r, focuses on the 
concept of self and on art, oral tradition, and 
dreams as important modes of social integra- 
tion among the Maya. Chapters 2 and 5, on aes- 
thetics and city planning respectively, are ten- 
tative first steps toward identifying the cul- 


tural ideals shared by rulers and community in 
the Classic Period, and are based on my analy- 
ses and supported by ethnographic data. Chap- 
ters 3, 4, and 6 present the categories of iconog- 
raphy and the version of history decided upon 
by the patrons and artists of Yaxchilan, and of 
course do not necessarily reflect what actually 
happened, but like any history, are an idealized 
account from a particular viewpoint and with a 
particular purpose. 

Some of the implicit cultural attitudes ob- 
served in Classic, Colonial, and modern Maya 
societies also exist in other non-Maya societies. 
Several scholars in various disciplines have ex- 
amined this phenomenon of broad similarities 
in cultural outlook. Their comments, which I 
have found to be extremely helpful in bracket- 
ing my own cultural bias in order to see the 
Maya on their own terms, are used to place the 
data on the roles of self and art in Maya civi- 
lization (in Chapter 1) in a larger, cross-cultural 
perspective. 

I gratefully acknowledge the scholarly, finan- 
cial, and spiritual support of several generous 
institutions and individuals over the last six 
years. On-site research at Yaxchilan in 1984— 
1985 was supported by a grant from the In- 
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Andrea Stone, and Ken Grant. Betty Ann Brown, 
Rosemary Joyce, and Chris Jones gave the most 
thorough and appreciated criticisms of earlier 
versions of the manuscript. I also wish to ac- 
knowledge the work of Jay Kotliar, Bridget 
Hodder, Cynthia Kristan-Graham, Kaye Dur- 
land, and George Kershaw, graduate students at 
UCLA in 1986, who analyzed costume at Ti- 
kal, Caracol, and the Chichen Itza Temple of 
the Warriors. 

The comments and examples of several pro- 
fessors at the University of Texas have been 
continuous inspiration. Terence Grieder’s in- 
sistence that the right question is better than 
the right answer has helped in many muddled 
situations. For his instruction in scholarly 
method, I am very grateful to Tom Reese. Linda 
Schele's energy and dedication, her brilliance, 
her intuition, her eye, her flair for performance 
are a constant challenge in a very positive sense. 

Documentation of the magnificent architec- 
ture of Yaxchilan was realized by Lee Clockman 


and financially supported by George Steffens 
and Landon Clay. Copies of the photographs in 
this book are deposited in the Peabody Mu- 
seum for Archaeology and Ethnology. 

To my family—Will, Eve, and Mattie Tate, 
and Marilyn Koenitzer—I express my undying 
appreciation for never telling me I am crazy for 
doing what I love. j 

A final comment about dating*—all the 
Maya Long Count dates in this study were con- 
verted into Julian dates using the 584285 corre- 
lation number, which was proposed by J. Eric S. 
Thompson in 1935 and re-evaluated favorably 
by Floyd Lounsbury in 1982.° Using the Thomp- 
son correlation, I found the Jupiter-Saturn sta- 
tionary conjunctions, the summer solstice phe- 
nomena, and the Venus events at Yaxchilan. 
David Kelley's latest correlation number was 
tested with negative results. I am convinced 
that somewhere between 584283, the corre- 
lation supported by contemporary Maya cal- 
endrical practice, and 584285—a difference of 
two days—lies the correct correlation. 


Today's visitor to Yaxchilan, Chiapas, Mexico, 
arrives by small aircraft, raft, or cargo canoe. 
Once on land, welcomed by the guards at a 
small hut overlooking the river, one heads 
southeast into the site. The walk provides 
some time to prepare the imagination for a con- 
frontation with the creations of an ancient king- 
dom. Winding along a humid trail framed by 
enormously tall trees and walls of vines and 
paved by slippery rocks which one suspects fell 
from a temple, one first glimpses a high stone 
wall that parallels the trail and recedes in steps 
as it rises. Set into the wall are large, corbel- 
vaulted niches, each fitted with a bench and 
each with an opening back into utter darkness. 


Across from the niches on the other side of - 


the trail is a pyramidal platform about thirty 
feet high, completely covered by heart-shaped 
leaves. The trail leads to a pointed entrance 
into a solid stone wall (Figure 1). Almost com- 
pletely surrounded by the platform, the wall of 
benches, and the temple whose door looms 
ahead, one can pass through this opening or 
turn back. Taking a last, deep breath of fresh but 
sodden air, one enters a pitch-black passageway. 
As bats whiz overhead, one wants to cling to 
the walls for guidance, but a guide warns not 
to touch the walls, because they are coated 
with delicate ancient stucco and also because 
the enormous insects that colonize the black 
depths might be poisonous. Right turn, left 
turn, climb high steps; then a little light begins 
to enter the labyrinth. Stepping into the im- 
mense chamber at the top of the stairs, one sees 
framed by the narrow front entrance an emer- 
ald-green world. On the right, a trail winds up a 
hill to a small but elegant facade. Ahead and to 
the left stretches an immense flat area, a plaza 
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whose full extent cannot even be seen, framed 
by buildings on both sides. Having passed 
through this frightening passage, one is con- 
fronted by the emotional and intellectual chal- 
lenges of the Maya. What variety of social and 
scientific skills enabled them to construct this 
incredible place? One senses that the images 
on the sculptures and the buildings wove a net 
of information and ideological power that some- 
how bound the people in a meaningful way. 
How did the art and the city create a matrix for 
human experience at Yaxchilan in the eighth 
century? These are the questions that will be 
explored in this book. 

Yaxchilan, with Tikal, Copan, Piedras Ne- 
gras, and Palenque, is one of the most impor- 
tant Classic Period Maya cities in terms of its 
size and the number and quality of its monu- 
ments. It is best known for its sixty carved lin- 
tels, which, aside from being aesthetically in- 
teresting, depict Maya ritual bloodletting and 
warfare with an explicitness presented nowhere 
else. Other unique aspects of the art and in- 
scriptions of Yaxchilan are the inclusion of 
many women in ceremonial roles, the complex 
cosmological format of imagery on the stelae, 
the degree of documentation of the reigns of 
two Late Classic kings, Shield Jaguar and his 
son Bird Jaguar IV, and the unusual design of 
the city to mimic the passage of the sun over 
the earth. 

As with most ancient Maya cities, the natu- 
ral surroundings are extraordinary. Situated in 
the tree-fringed hilly lowlands of Chiapas, Yax- 
chilan is surrounded on three sides by the Usu- 
macinta River. That formidable river runs fast 
and muddy in the rainy season, from May 
through November, when it drains most of the 


Maya by Design 


1. 


A contemporary en- 
trance to the city is 
through the corbel- 
vaulted entrance to 

the Labyrinth (Struc- 
ture r9). The walls 
in the right fore- 
ground are the base 
of the West Acro- 

polis. Photo © 1991 

by Lee Clockman. 


rain forest associated with the Petén of Guate- 
mala and Chiapas. From December through 
April the river subsides, and the water is pleas- 
antly clear. From the landlocked side of the 
peninsula, a small range of deeply cleft hills 
reach like fingers toward a flat embankment, 
averaging about 40 meters wide, that parallels 
the curve of the river. Only a small portion of 
the embankment was used for construction of 
temples; instead, the Mayas built atop the high- 
est hills overlooking the river. 

What can be seen of this magnificent ancient 
city was constructed between about A.D. 450 
and 808, under the reigns of about ten genera- 
tions of kings of the Skull and Jaguar lineages. 
The existence of seven earlier kings is recorded 
in hieroglyphic writing on dynastic lists on ar- 
chitectural lintels (see Figure 3]. 

The first king, who was of the Jaguar lineage, 
lived around A.D. 300. He and his contempo- 
raries established an important aspect of what 
might be considered as the spiritual identity of 
the city through the selection of its location. 
They decided upon this area not only because 
it is surrounded on three sides by the river. The 
placement of the temples high on natural pin- 


nacles at the site demonstrates that their inter- 
est was not only in the river, but also in the 
view of the eastern horizon afforded by those 
hills. This early king lived during the leap in 
social and scientific development that brought 
about the establishment of rule by dynastic 
kings who claimed sacred origins and authenti- 
cated their claims through written genealogies 
backed up by a complex calendar based on pre- 
cise astronomical observations and mathemati- 
cal calculations. His claims for power, like 
those of kings at other cities, were supported 
by individuals who had developed esoteric 
knowledge of astronomy. They must have used 
the hills of Yaxchilan for years as observatories 
which allowed them to measure the length of 
the year and see the passage of the planets. 
From the hill on which Structure 41 was even- 
tually built, they saw that on the longest day of 
the year, the sun rose in a cleft between the two 
highest mountains in the Usumacinta region. 
This day marked the annual waning of the 
strength of the sun. With this information, the 
kings and astronomers were able to calculate 
the cycle of the year based on their own geo- 
graphical surroundings. This important geo- 


graphical-astronomical feature became the 
name of the city: Split Sky. It was recorded as 
one of the two Emblem Glyphs used to refer to 
the relationship between the place and the 
royal lineage in the inscriptions. 

By the time Classic Period civilization col- 
lapsed at Yaxchilan, just after A.p. 800, the 
city's stone structures and monuments were 
distributed over an area extending 1,100 meters 
from northwest to southeast and 500 meters 
from northeast to southwest. This ceremonial 
center must have been, like all other Maya 
cities which have been thoroughly mapped, 
surrounded by a substantial area in which its 
inhabitants lived and farmed. Its periphery is 
not well known today, but thanks to fourteen 
seasons of clearing and consolidation of struc- 
tures done by the Instituto Nacional de Antro- 
pología e Historia de México (INAH), over 100 
stone buildings and about half of its known 
sculpted monuments are visible at the site.’ 


Rediscovery 


The work undertaken by the INAH was pre- 
ceded by several important studies, all of which 
contributed to the scholarly understanding of 
Maya culture as well as to the rediscovery of a 
history of Yaxchilan. A brief résumé of the dis- 
coveries concerning Yaxchilan made in the last 
150 years provides a basis of information upon 
which the present study builds. 

To John Lloyd Stephens, the intrepid ex- 
plorer of antiquity during the first half of the 
nineteenth century, the history of the Maya 
was irrevocably lost. He never visited Yaxchi- 
lan, but mused after having lingered weeks at 
Palenque: 


Here were the remains of a cultivated, polished, 
and peculiar people, who had passed through all 
stages incident to the rise and fall of nations; 
reached their golden age, and perished, entirely 
unknown. The links which connected them 
with the human family were severed and lost, 
and these were the only memorials of their 
footsteps upon earth. We lived in the ruined pal- 
ace of their kings; we went up to their desolate 
temples and fallen altars; and wherever we 
moved we saw the evidences of their taste, their 
skill in arts, their wealth and power.’ 


As the science of archaeology developed in Eu- 
rope and the United States, Stephens' accounts 
of the once-splendid Maya civilization attracted 
several explorer-archaeologists to the Maya 
area. Although Yaxchilan had likely been vis- 


ited in the seventeenth century by Spaniards 
attempting to reach a stronghold of Maya po- 
litical authority at Lake Petén Itzá, the con- 
quest of which would extend the dominion of 
God and of the King of Spain, little attention 
was paid by these persons to the uninhabited 
ruins of the heathen past. Several scholars, es- 
pecially Roberto García Moll, Teobert Maler, 
Sylvanus Morley, Ian Graham, and I have 
searched for enlightening descriptions of Yax- 
chilan in the seventeenth-century literature, 
but found only vague references to sightings of 
the ancient city. Perhaps it was briefly visited 
by a campaign led by Maestro de Campo Jacobo 
de Alcayaga in 1696, as reported in the Historia 
de la conquista de la provincia de el Itza by 
Juan de Villagutierre Soto-Mayor in 1701. It 
may have been visited by Juan Galindo, who 
encountered impressive ruins during his explo- 
rations of the Usumacinta River, an undertak- 
ing published in 1833. Indications of the exis- 
tence of a great city eventually reached Edwin 
Rockstroh of the Colegio Nacional in Guate- 
mala City, who visited the city in 1881. He ap- 
parently wrote an account which found its way 
into the hands of Alfred Percival Maudslay, an 
Englishman working on a report on the archaeo- 
logical wonders of Central America. Within two 
days of Maudslay’s arrival in 1882, a French- 
man, Désiré Charnay, who had heard of the lost 
city from a local official in Tenosique, Tabasco, 
and had traveled over land from Tenosique to 
an outpost upriver of Yaxchilan on what is now 
the Guatemalan side, arriving in time to see 
Maudslay’s outfit float past on the river, was 
picked up by Maudslay’s boat and transported 
to Yaxchilan. A member of the Comission Sci- 
entifique du Mexique, Charnay received sup- 
port to explore the ancient cities of America 
from Pierre Lorillard, an American of French 
heritage. He published Cités et ruines améri- 
caines, 1863, and Les anciennes villes du Nou- 
veau monde, 1885, which briefly describes the 
city, but dwells more on several groups of La- 
candon Maya who lived nearby. 

Although Maudslay seems to have been ex- 
tremely deferential to Charnay, the former’s 
work is the first which actually records some of 
the buildings and sculptures of Yaxchilan, and 
which provided the first map. It was published 
as part of a five-volume work, the archaeologi- 
cal sections of Biologia Centrali-Americani, in 
London between 1889 and 1902. Maudslay 
made many paper casts of the sculptures he 
found and took them to London. The casts 
were photographed and/or drawn, and he also 
made some photographs of the original sculp- 
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tures, particularly those which he took or had 
shipped to the British Museum. Images of nine- 
teen lintels and one stela appeared in the pub- 
lication, along with plans and photographs of 
some of the thirteen buildings which were vis- 
ible. His description of the site is fairly brief, 
his report focusing instead on the journey and 
the natural and social surroundings. Several of 
his projects were destructive—he thinned eight 
of the lintels for their transport to London, in at 
least one case losing precious hieroglyphic in- 
scriptions without recording them first, and ac- 
cording to a later researcher, Teobert Maler, the 
fires he built in the doorways of temples in or- 
der to dry the paper molds of the lintels caused 
cracking of some of those lintels? Neverthe- 
less, the only lintel that was destroyed com- 
pletely was from House C, now called Lintel 56 
from Structure rr, which was shipped errone- 
ously to the Museum für Völkerkunde in Berlin 
and was destroyed by bombing in World War II. 
Fortunately, a cast made of this lintel survives 
and is in the Museum of Mankind, London. 
The report which has formed the basis of 
modern research on Yaxchilan was that of Teo- 
bert Maler, finally published in 1903 by the 
Peabody Museum as a part of his two-volume 
work Researches in the Central Portion of 
the Usumatsintla Valley. A good command of 
Spanish allowed Maler to gather trom the local 
inhabitants provocative accounts of the sur- 
roundings which led him to many more sites in 
the area than had previously been reported. 
Trained as an architect in Austria, he was 
fiercely protective of the ancient buildings and 
sculptures and had developed an eye and a vo- 
cabulary for describing the constructions in 
painstaking detail. His goals were to find more 
sculptures and temples, to prepare (by clearing 
and moving} and photograph the sculptures, to 
draw plans of the buildings, and, although he 
did not state it, to give detailed descriptions of 
what he observed. He also was able to excavate 
for new sculptures through “having familiar- 
ized myself with the method of construction 
employed in building the principal edifices, 
when drawing their several plans . . ."* He tar- 
geted excavations so accurately that he found 
the sought-for lintel in every case, although 
some were plain. Maler compiled the finding of 
his three visits (in 1895, 1897, and 1900, during 
which he located twenty stelae and fourteen lin- 
tels and discovered the South Acropolis) into a 
logical plan and system for discussing buildings 
and their associated sculptures. The numbering 
systems he devised are still used today. Thanks 
to Maler, there also exists a record of the re- 
mains of stucco sculpture and paint used on 


the monuments. He was able to record the exis- 
tence of much paint and stucco sculpture on in- 
teriors and exteriors that has since deteriorated. 

Maudslay, Charnay, and Maler each gave this 
city a different name, and still others had been 
applied to it in the Colonial Period. The origin 
of Maudslay's appellation, Menché Tinamit, 
has been attributed by Thomas Joyce to Rock- 
stroh, who was said to have called the city after 
the ancestors of the Lacandon living nearby in 
the 1880's? Charnay published it as La Ville 
Lorillard and Villa Lorillard after his patron, 
but this name was never widely adopted. Maler 
objected to "Menché Tinamit” because it would 
not be understood by local people, who referred 
to the site as the ruins downriver from the con- 
fluence of the tributary Yaxchilan into the Usu- 
macinta, or the ruins upstream from the creek 
of Anaite. He named it Yaxchilan, giving a gloss 
of yax as “green” and tsilan as “that which is 
scattered about,” referring to the stones, appar- 
ently in justification of the name.?^ He also 
mentioned a monumental city with spacious 
buildings in the Usumacinta region that Cortés 
called Izancanac. This is provocative, since part 
of the word is likely ka'an, "sky," which refers 
to the Emblem Glyph; perhaps it could be some- 
thing like Itz’an kanak or Tsah Kanak. In Yu- 
catec, tsah is “split.” For the present, Yaxchi- 
lan is the name commonly used, and Place of 
the Split Sky might be accepted until the Maya 
equivalent of the Emblem Glyph is deciphered. 

In 1931, Sylvanus Morley led an expedition 
to Yaxchilan under the auspices of the Car- 
negie Institution of Washington. Working with 
him were Karl Ruppert as archaeologist and 
John Bolles as surveyor, while Morley devoted 
himself to drawings, photographs, and descrip- 
tions of the inscriptions. Despite the heat of 
the dry season, between April 5 and May 5 the 
crew, with three assistants, were able to survey 
for the map still used today and discover twelve 
new Stelae, thirteen altars, eight carved lintels, 
five steps at Structure 44, and the Southeast 
Group.’ The results of the epigraphic study, the 
map, and the majority of the photographs and 
drawings were published by the Carnegie in 
1937—1938 as part of Morley's The Inscriptions 
of Peten. In this work, Morley followed Maler's 


nomenclature for buildings and sculptures. He 


made some iconographic identifications of the 
imagery, referring, for example, to the "celes- 
tial cartouche" at the top of some of the stelae, 
but mostly confined himself to determining 
Long Count equivalents for the many Calendar 
Round dates based on his knowledge of the me- 
chanics of the calendar and on sculptural style. 
Unfortunately, he made the assumption that all 
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the "beautiful" sculpture belonged to a single 
period, and this means of classification led 
him to many errors in the chronology of the 
monuments. Morley rarely discussed the sub- 
ject matter of the sculptures. 

Twenty-five years later, Tatiana Proskouria- 
koff, then of the Carnegie Institution of Wash- 
ington, tackled the content of the inscriptions 
using the assumption, which she had explored 
in an article of 1960, that the "texts are largely 
historical and that the human figures depicted 
were real persons . . ." With this hypothesis, 
and based on relationships between certain 
groups of hieroglyphs, sculptured motifs associ- 
ated with them, and the arrangement of monu- 
ments and buildings on which they appear, 
Proskouriakoff established the existence of 
three kings of the Late Classic Period.? She re- 
ported on Shield Jaguar I, born about A.D. 647, 
who reigned from 681 to 742; on Bird Jaguar, 
born 709, who reigned from 752 to about 772, 
and on Shield Jaguar's descendant, now known 
to have been born in 752, who reigned from 
about 772 to 800. (She gave these dates in the 
Maya system; I have transcribed them here to 
the Julian calendar.] She was able to advance 
well beyond Morley because she paid attention 
to the noncalendrical portions of the glyphs 
and recognized within them patterns of rela- 
tionships which associated a series of glyphs 
with another glyph, each group falling within a 
possible human life span. In other words, she 
discovered glyphs for names and events. She 
then observed the relationship between names 
of kings and Long Count dates, and was able to 
fit dates with only Calendar Rounds into logi- 
cal positions within the Long Count. (The 
Maya calendar systems are explained later in 
this chapter.] 

In addition to establishing a chronology for 
Yaxchilan that has needed little revision, Pros- 
kouriakoff also discovered the meanings of sev- 
eral important event glyphs, such as those for 
birth, death, capture, bloodletting, and acces- 
sion to the throne. She also demonstrated that 
images of historical women were included in 
monumental sculpture? Her conjectures con- 
cerning motivations and history were conser- 
vative, and usually correct. For the most part, 
only when new texts have filled in a crucial bit 
of information in the history have her conclu- 
sions been shown to be mistaken. 

The social implications of artistic style have 
been explored by Beatriz de la Fuente (1967 and 
1974) and Marvin Cohodas (19762), with the re- 
sult that themes and styles of art were attrib- 
uted to schools of artists. Recently, I reevalu- 


ated this work from a different angle, that of 
identifying hands of scribes, then tracking spe- 
cific traits to the figural portions of monu- 
ments. This study, which identifies individual 
hands and their collaboration in workshops, is 
presented in Chapter 2 of this volume. 

Proskouriakoff's work enlightened a genera- 
tion of epigraphers and iconographers who have 
made crucial discoveries based at least partially 
on the glyphs and imagery of Yaxchilan. Linda 
Schele, Peter Mathews, and Floyd Lounsbury 
worked out the dynasty of Palenque and then 
identified parentage statements in a paper pre- 
sented in 1977. They noted that Shield Jaguar 
had documented his genealogy in several monu- 
ments at the city, and was not a usurper as 
Proskouriakoff had suggested. Peter Mathews 
worked out the succession of early Rulers 5 
through ro and their relationships to kings 
from other cities, as well as the father of Shield 
Jaguar I on the lintels of Structure. 12. When a 
new lintel was discovered by INAH in Struc- 
ture 12, David Stuart identified the names of 
Rulers 1 through 4. He also has identified im- 
ages of bloodletting on the Period Ending stelae 
at Yaxchilan; has found a glyph on pottery 
which names artists and also appears on some 
lintels of Yaxchilan; and has identified certain 
verbal glyphs referring to temple dedication cer- 
emonies and nominal glyphs for some temples 
at Yaxchilan. The glyphs of Yaxchilan have 
been treated in the Notebooks for the Maya Hi- 
eroglyphic Writing Workshops at Texas by 
Linda Schele, and Peter Mathews has also made 
handbooks to the glyphs at Yaxchilan for work- 
shops around the United States. 

The lintels taken by Maudslay to the British 
Museum were prominently featured in the 
exhibition and accompanying catalogue The 
Blood of Kings by Linda Schele and Mary Ellen 
Miller. Themes of bloodletting, the "Vision 
Quest," and warfare in Maya art were illus- 
trated with monuments from Yaxchilan. Some 
of the interpretations and conclusions drawn 
by these scholars in this much-needed synthe- 
sis of Maya iconography are reexamined in this 
work, in light of the material on Maya society 
and the city presented in this chapter. 

Greatly facilitating the study of the iconog- 
raphy and hieroglyphs of Yaxchilan are the ef- 
forts of Ian Graham, which began in 1970 and 
so far have resulted in three volumes, covering 
the lintels and hieroglyphic steps, in the series 
Corpus of Maya Hieroglyphic Inscriptions, pub- 
lished by the Peabody Museum of Archaeology 
and Ethnology in 1977, 1979, and 1982. The 
availability of Graham's and Eric von Euw's ex- 


cellent drawings was a primary consideration 
in the undertaking of the present project. The 
artists generously have made unpublished ma- 
terials available as well. 

Serious archaeology began at Yaxchilan in 
1972, and in 1973 its goals were established as 
conservation and presentation of the site and 
performing a systematic investigation into the 
socioeconomic rise and fall of Yaxchilan as an 
important site within the Maya Lowlands.?? 
Thus far over twenty-six buildings have been 
freed from encroaching vegetation, many new 
monuments have been found, eight tombs dis- 
covered, and a ceramic sequence developed and 
tied to the chronology of buildings. These stud- 
ies are forthcoming. A first major publication 
produced by Roberto García Moll, the project 
director, and Daniel Juárez Cossío is called 
Yaxchilán: Antología de su descubrimiento y 
estudios (1986). It gives a much fuller treat- 
ment of the discovery of the city than that 
given here and translates into Spanish the work 
of Maudslay, Charnay, Maler, Proskouriakoff, 
and Gerónimo López de Llergo, placing each in 
a biographical context. Under the direction of 
Roberto García Moll, the project has carefully 
preserved the natural environment of the site 
and admirably consolidated many structures, 
with no resort to speculative reconstruction. 

My own published work on Yaxchilan has 
established the importance of the summer and 
winter solstice sunrise points on the horizon in 
the design of monuments, in rituals, and in the 
planning of the city; has identified the roles for 
women in royal ritual at the city; has reported a 
very important and rare stationary conjunction 
of Jupiter and Saturn in A.D. 709 that was used 
as an appropriate time to celebrate the anniver- 
saries of the reigns of Shield Jaguar and his fa- 
ther, Bird Jaguar III; has discussed the recon- 
struction of the eroded dates and events on the 
eleven Period Ending stelae; and has estab- 
lished the presence of many solar-year anniver- 
saries implicit in the ceremonies at the city. 
These published studies have been based on 
the knowledge of the entire city and its art that 
is presented here. 

After almost one hundred years of study of 
the art and inscriptions of Yaxchilan, it can be 
securely stated that these works of art and ar- 


chitecture are primary records of Maya cultural 


ideals. They document the deeds of royalty 
within the complex matrix of Maya intellectual 
culture. In the hieroglyphic writing, names and 
events are plugged into complicated calendri- 
cal data that can be considered as the empirical 
scientific observations which support the body 


of myth shared by all Maya peoples. The pic- 
torial imagery and the design of the city in- 
structed the simple people who did not read 
and materialized the esoteric, fundamental 
knowledge concerning the cosmos in the eyes 
of the beholders, providing them with a com- 
mon vision of the sacred. 

It is that common vision or common knowl- 
edge, the implicit culture, that needs to be con- 
sidered before the city and its art can be ap- 
proached on its own terms. In his book Painting 
and Experience in Fifteenth Century Italy, 
Michael Baxandall refers to "the period eye." 
Each beholder brings to a work of art inter- 
pretive skills developed in other activities val- 
ued in the society; for example, the fifteenth- 
century viewer might have highly developed 
skills and vocabulary used to evaluate the pro- 
portions of a good horse which might be useful 
in evaluating proportions of figures in a paint- 
ing. Each beholder also possesses common cul- 
tural knowledge to some degree, such as a 
knowledge of the story of the Annunciation, 
and makes some assumptions about conven- 
tional representations in art, for example, that 
building units, such as walls or floor tiles, tend 
to be regular and rectangular. This kind of 
knowledge assists in enriching the experience 
of viewing a fifteenth-century Italian painting, 
such as Domenico Veneziano's The Annuncia- 
tion." It is crucial for any individual attempt- 
ing to see Maya art for what it meant to the so- 
ciety that made it to have some notion of the 
cultural attitudes of the ancient Maya. The 
next section is a very preliminary attempt to 
identify what might have been common knowl- 
edge to the Maya in the Central Lowlands dur- 
ing the Classic Period. 


A Maya Cultural Map 


THE WORLD OF THE SUN: 


TIME AND SPACE 


Explorations of Maya attitudes about the sun 
have been made by several scholars. All report 
that the sun conceptually relates and orders 
both space and time. Gary H. Gossen says, "In 
the concept of the sun, most units of lineal, 
cyclical, and generational time are implied at 
once, as are the spatial limits and subdivisions 
of the universe, vertical and horizontal. Most of 
the other deities (with the important exception 
of the earthlords) and all men are related lin- 
eally or spiritually to the sun-creator, who is 
the son of the moon.” Cardinal directions are 
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determined relative to the changing path of the 
sun among modern Chamula Maya of Mexico. 
In Tzotzil, the literal translation of the term for 
east is “emergent heat (day)”; the term for west 
is “waning heat (day)”; north is "the side of the 
sky on the right hand” and south is “the side of 
the sky on the left hand.” Since the sun moves 
along the horizon, the directions are not abso- 
lute. The sun, of course, also determines the 
measuring of time. The basic unit of time, k’in, 
is the word for both "day" and "sun" in most 
Maya languages. The calendar, as will be dis- 
cussed, is built with many interweaving, si- 
multaneous cycles of groups of days. 

Similar concepts are held by the modern 
Quiché of highland Guatemala. Barbara Ted- 
lock observes, 


The word for "day" is the closest the Mayan lan- 
guages come to having a term for "time" itself, 
but it is more than that. A day, each day, has its 
“face,” its identity, its character, that influences 
its events; a person's luck of the moment, or even 
his fate in general, is called “the face of his 
day"...Further, the Mayan word for "day" 
serves as a stem in words meaning "worship," as 
in Quiché k’ijilabal, which might be literally 
translated as the "means of daying". . . . This 
same word can also mean the “place of day- 
ing’’— that is, the "place of worship”; as... 
places of worship change according to what day 
itis... . Here is temporalization of space, ex- 
pressed at the cosmic level by the Quiché words 
for east and west that (unlike the English terms) 
make overt reference to the motion of the sun." 


According to John M. Watanabe, in the think- 
ing of Mam speakers, the east is “where, as 
well as when, the sun ‘comes in’; west is where 
and when the sun ‘goes out.’”'* Among the 
Quiché, the Mam, and other Maya groups, the 
directions north and south are also given by re- 
ferring to the sun’s (or day’s) right and left sides 
from the point of view of the sun’s emergence 
on the eastern horizon. There is considerable 
disagreement among Mayanists about whether 
the concepts of north and south as cardinal di- 
rections existed in Maya thinking. A review of 
the issues appears in Appendix B of the second 
edition of Miguel León-Portilla's Time and Re- 
ality in the Thought of the Maya. Leon-Portilla 
finds the words of the modern Maya and the 
words of the Popol Vuh, which refers to the 
“fourfold siding, fourfold cornering, measuring, 
the fourfold staking” of the sky-earth during its 
creation, to be the more emic of the interpreta- 
tions of Maya cosmology.’ Ethnographic evi- 
dence clearly suggests that the Maya ordered 


their world from the point of view of the sun 
in its travels over the earth, which shift sea- 
sonally. This system of ordering is seen in the 
manner in which ritual processions take place. 
Among the Chamula, ritual circuits proceed 
counterclockwise in order to reproduce on the 
plane of the earth the cycles of the sun as it 
moves from east to west and from south to 
north on the horizon. According to Gossen, any 
ritual location becomes conceptual east. The 
greatest status and ritual potency resides in 
the east. In a gathering of ritual officials, the 
most senior, or most important and potent, 
will be seated in the east and will be the last in 
line in processions, thereby remaining closest 
to the east." 

The world upon which humans live is the 
center of many layers of the universe. Above 
this world is a heavenly realm through which 
travel the stars and planets and of course the 
sun. This is apparently more than a single 
level—in the Ritual of the Bacabs, seven- 
teenth-century ethnohistoric documents, there 
are references to thirteen deities of the upper 
realm. Ancestors, who live in mountains, are 
sometimes conceived as in the celestial realm, 
and sometimes below, in the place of burial. It 
could be that they progress through the lower 
realm into the upper one, according to a belief 
reported by J. Eric S. Thompson that the ances- 
tors’ souls climb the roots of the sacred ceiba 
tree to the highest branches.'* Below the world 
of humans is the Underworld, a place of decay, 
where the soul of the deceased; the royal ball- 
player, who follows the tradition set by the 
Hero Twins in the Popol Vuh; and the sun and 
Venus all undergo rigorous trials which lead to 
death but eventual resurrection. In the Under- 
world are nine lords, perhaps aspects of the 
Nine Lords of the Night. These lords are men- 
tioned in the Popol Vuh, and sometimes a few 
of them appear as characters in scenes on Clas- 
sic Period polychrome vases. ” 

The tree, whose roots are in the Underworld 


and whose branches reach into the sky, acts as 


one of many axes of communication between 
the three realms. Other objects that have a 
similar shape—basically long and thin—also 
reach between the levels. From its iconography 
it is clear that the stela, the sculptural form 
used most frequently in Maya monumental art, 
was also viewed as linking the realms, as were 
snakes, ropes, pyramids, caves, and mountains. 
Human figures represented in monumental art 
were traditionally erect, their verticality em- 
phasized by towering headdresses. As such the 
body itself was like the tree, a vascular system 


through which energies ran between the Under- 
world and the sky. 


The sun, “our father," is the source of life 


as well as the concept of worship and of space. 
As a paradigm of organization, it suggests dy- 
namic categories. In the ordering of time and 
the articulation of this aspect of the sun with 
daily life, the Maya system allowed for great 
complexity. Mathematics, astronomical obser- 
vations, agriculture, and medicine were among 
the most highly developed empirical sciences, 
and all were linked through solar or ritual 
cycles to the calendar. 


THE MAYA CALENDAR 


In the Pre-Columbian era, many civilizations of 
Mesoamerica kept a calendar that consisted of 
two interlocking cycles—a 365-day or approxi- 
mate solar cycle and a 260-day or ritual cycle. 
Evidence for the antiquity and origin of this 
cycle is not conclusive. It can be attributed to 
the period around 600 B.c., when the spread of 
influence from Olmec civilization had reached 
much of Mesoamerica, and it is found in those 
places which had some contact with the Olmec. 

The 260-day calendar is called variously the 
" Almanac of 260 days," the tzolkin, and the 
"divinatory calendar." It is apparently based on 
the average period of human gestation. The use 
of lunations in calculating due dates of preg- 
nancy has been documented from several Maya 
groups, and 260 days equals 9 lunations of just 
under 29 days each. It is also a multiple of 13 
and 20, both very important numbers in Maya 
thought, and is approximately the period of 
time between 14 August and 5 May, the dates 
of zenith passage at 17 degrees north (where 
Yaxchilan is). It was not divided into months, 
but is a combination of two cycles running si- 
multaneously, one which assigns each day one 
of thirteen numbers (1, 2, 3, 4, 5, 6, 7, 8, 9, 10, 
II, I2, 13) and one which assigns each day one 
of twenty names (in Yucatec: Imix, Ik, Akbal, 
Kan, Chicchan, Cimi, Manik, Lamat, Muluc, 
Oc, Chuen, Eb, Ben, Ix, Men, Cib, Caban, 
Etz’nab, Cauac, Ahau). Each day in the divina- 
tory calendar has a number and a day name, for 
example 13 Cib, 1 Caban, 2 Etz’nab, 3 Cauac, 4 
Ahau, 5 Imix, etc. The combination of thirteen 
numbers and twenty day names yields 260 
unique number-plus-day-name combinations. 

The solar calendar consists of eighteen 
months, each of 20 days, and one month, Uayeb, 
of only 5 days which are considered dangerous, 
for a total of 365 days. In the literature on the 
Maya, this year is called the “vague year” (be- 


cause it is vaguely close to 365.2422 days, the 
average length of time of the solar year), or the 
haab, the Yucatec Maya term. The months 
each have a name (in Yucatec: Pop, Uo, Zip, 
Zotz, Tzec, Xul, Yaxkin, Mol, Chen, Yax, Zac, 
Ceh, Mac, Kankin, Muan, Pax, Kayab, Cumku, 
and Uayeb). Within each month, the days are 
numbered, beginning with o and going through 
I9 (in the case of Uayeb, the days begin with o 
and run through 4). Thus, each day in the solar 
calendar has a number and a month name, for 
example, o Mac, 1 Mac, 2 Mac, 4 Mac, etc., re- 
sulting in 365 unique combinations of number- 
plus-month-name. 

The 260-day and the 365-day cycles mesh to 
produce what is called the Calendar Round.” 
On the first day of the first month, or o Pop, the 
corresponding day in the divinatory calendar is 
called the Year-bearer. Only four of the day 
names ever occur with the beginning of the 
vague year. This is because within the vague 
year run eighteen complete cycles of twenty 
days, leaving five days. Therefore the name of 
the day in the tzolkin corresponding to o Pop 
advances five positions from the previous year. 
The number corresponding to the day name ad- 
vances only one position each year, since 13 
numbers divided into 365 equals 28 with a re- 
mainder of 1. Therefore, the number and Year- 
bearer combination only repeats once every 
thirteen years, and the whole system of Year- 
bearers repeats thirteen times four or every 
fifty-two years. Each of the four Year-bearer day 
names (Ik, Manik, Eb, Caban in the Central 
Lowlands during the Classic Period} has a char- 
acter which is considered to dominate its year. 

A single day in the Calendar Round is called 
by anumber and a day name from the divinatory 
calendar and a number and a month name from 
the solar calendar, for example, 5 Imix 4 Mac. 
Because there are 260 uniquely named days 
inthe divinatory calendar and 365 uniquely 
named days in the solar calendar, and both 
numbers are evenly divisible by 5, there are 73 
times 52 times 5 or 18,980 unique combina- 
tions of number-plus-day-name and number- 
plus-month-name. The divinatory calendar re- 
volves seventy-three complete times every 
fifty-two vague years. The day 5 Imix 4 Mac, or 
any other day in the Calendar Round, occurs 
only once every fifty-two years. The Calendar 
Round was useful for referring to specific days 
within a fifty-two-year period, or within the 
average life span. The thirteen numbers and 
twenty names of the 260-day calendar also cer- 
tainly were used for performing lineage, divin- 
ing, and political rituals, and in a system of 
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throwing beans or seeds, for divining and advis- 
ing, in a manner antecedent to the one ex- 
plained by Barbara Tedlock.”! 

If on March 14, 692 (or 8 Ahau 8 Uo) a person 
of Yaxchilan said, "On $ Imix 4 Mac he sat 
upon the mat as the First Ancestor, Shield Jag- 
uar," the listener would know that the speaker 
referred to the accession of Shield Jaguar as 
king on a day about ten years or fourteen tzol- 
kins ago. If however, one said, "On 12 Akbal 6 
Yax he was seated upon the mat as First Ances- 
tor, Bird Jaguar," the listener might be con- 
fused. The last occurrence of 12 Akbal 6 Yax 
fell only 307 days before 5 Imix 4 Mac. Surely 
Bird Jaguar had not been seated upon the mat 
on that particular 12 Akbal 6 Yax. Was it the 
one fifty-two years earlier? Or fifty-two years 
before that? 

Very long ago, the Maya created another 
method of counting time which allowed them 
to refer to specific days long in the past. This 
system, called the Long Count, or Initial Series, 
appears on monuments and royal regalia and is 
clearly a device associated to genealogical docu- 
mentation for the purpose of legitimizing royal 
descent. Its earliest appearance on a Maya mon- 
ument is on Stela 29 at Tikal, dated A.D. 292 or 
8.12.14.8.15. No explicit statement of genea- 
logical documentation survives in the hiero- 
glyphic inscription, but an image known to re- 
fer to a royal ancestor appears above the head of 
the figure.” This stela marks the beginning of 
the Classic Period of the lowland Maya civiliza- 
tion, when the so-called "stela cult"—actually 
a series of practices linking sacred time and 
space with royal lineage—flourished. 

The Long Count is a method of counting 
days since a first day—set as 13 August 3113 
B.C. By the time of Shield Jaguar's accession to 
the throne of Yaxchilan in A.D. 68r, the count 
was on the 1,385,801st day. The Maya were 
accustomed to measuring time in groups of 
twenty as in months of the solar year. Perhaps 
for that among other reasons, they used twenty 
as the base of their system of place notation. 
They recorded the number of days since the be- 


_ ginning of time in five places. In the hiero- 


glyphic inscriptions, the largest units come 
first, at the top of a pair of columns which are 
read downward. They had two numerals and a 


. zero. A dot or circle stands for one and a bar 


stands for five. The largest figure in any place 
would be four dots and three bars, or nineteen. 
When twenty is reached in any one place, a 
zero (a shell sign) is put in that place and a one 
is carried over to the next place. For the pur- 
pose of explanation, we will start with the 
smallest unit first. 


The Long Count is used only for counting 
time, or days. The smallest unit is the k’in, or 
day. From o to 19 K'ins are recorded in this 
place. When 20 k’ins are counted, a o goes in 
the k’in place and a 1 is put in the next place, 
called uinal (from uinac, the word for man, 
who has 20 digits). So 20 is written 1.0. Only 17 
uinals, or 340 days, can accumulate in this 
place. When 18 uinals (or 18 times 20 or 360 
days) are reached, a o goes in the uinal place 
and a 1 in the tun. Tuns are units of 360 days, 
or approximately one year. The next position is 
katuns, or 20 times 360 days, or 7,200 days, ap- 
proximately equal to 20 years. The biggest unit 
used in a normal Long Count date is the bak- 
tun, a period of 144,000 days (20 times 7,200 
days or approximately 400 years}. 

Shield Jaguar’s accession date, 5 Imix 4 Mac 
(19 October A.D. 681) was the 1,385,801st day 
since r3 August 3113 B.C. Since the beginning 
of time, 


9 12 9 8 I 
Name baktun katun tun uinal k'in 
Units 400 tuns 20 tuns ri tun 20 days 1 day 
Days 144,000 7,200 360 20 I 


had been counted. 

Long Count dates generally occur at the be- 
ginning of an important inscription. They are 
usually the most important historical lineage 
event or the focus of the inscription, and are 
usually linked by a Distance Number (using 
the same units of time) to a later Period Ending. 
Monuments often were dedicated or erected on 
Period Endings, actually katun endings, and the 
inscriptions on the monuments record impor- 
tant events of the previous katun. The basic 
Long Count records the number of baktuns, 
katuns, tuns, uinals, and K'ins the date has 
reached, and also the more practical Calendar 
Round names for the day. Often, if an event is 
important enough to warrant commemoration 
as a Long Count date, placed within those huge 
cycles of time, its nomenclature and charac- 
ter are supplemented by a wealth of additional 
information. 

Many Long Count dates also include much 
information on the moon. The glyphs tell the 
patron of the present lunation; the phase of the 
moon; the position of the current lunation in 
the lunar half-year; the name of the lunation; 
a phrase meaning "its holy name"; and how 
many days are in the current lunation. Preced- 
ing the lunar data is a single glyph indicating 
which of the Nine Lords of the Night rules over 
that k'in. The lunar data and the Lord of the 
Night are usually recorded between the day in 


the divinatory calendar (the number and day 
name of the 260-day cycle) and the number and 
month in the 365-day cycle. For example, the 
text on the lower register of the east side of Stela 
II (see Figure 136] says something like this: 


And then it came to pass, under the patron of 
the month Tzec, 

9 baktuns and 16 katuns, 

I tun and o uinals 

and o k’ins on 11 Ahau 

The Ninth Lord of the Night reigned 

and ??? was patron of the lunation ??? 

It was the twelfth lunation of the half-year, 

and ??? Mirror-Skull 

Was its holy name. 

Twenty-nine days were in the lunation. 

On 8 Tzec he took the royal bundle 

as ahau of the lineage, Bird Jaguar, 

Captor of Ah Witz, he of twenty captives, 

who is in his third katun of life, who is a batab, 

who is of the royal blood of the kings of 
Yaxchilan, 

the sacred blood of the mat of the Place of the 
Split Sky. 

He is child of the mother Lady Ik Skull, 

Sky, Lady of Royal Descent, 

Lady Bacab. 

And he is of the blood of the ; Katun Ahau 
(king) 

Shield Jaguar, 

Captor of Ah Ahaual, 

Royal blood of the kings of Yaxchilan, 

Sacred blood of the mat of the Place of the Split 
Sky, Bacab. 


In this way, the Long Count served to integrate 
into a single relationship the sacred lineage 
events in the life of the king; his links with his 
ancestors; the activities of the moon, which 
governed the lives of women and the planting 
and harvesting of crops; and the characters of 
the katun, the tun, the uinal, and the k’in. 


THE ANCESTORS 


It is generally accepted that the Maya believed 
that their forebears continued to interact with 
them after death.? The ancestors in modern 
Momostenango are on a cosmological level 
with all the Christian gods and saints, who are 
lumped together collectively as Tioz (Dios), and 
with the Mundo, which consists of all the sa- 
cred, supernaturally charged areas of the local 
landscape. Before the introduction of the Chris- 
tian gods, it is likely that the ancestors and the 
Mundo were considered the most powerful in- 
fluences on human beings. 

Among the Maya, the homes of ancestors are 
generally in mountains around the commu- 


nity, where they convene and deliberate. They 
are reached via shrines set up near caves and 
springs, through wooden crosses set up near 
those shrines, and with the aid of percussive 
noises. Communication with them is essential 
for a good life.” 

The ancestors are considered the reposito- 
ries for the definitions of the world and the 
rules for acting within it. The ancestors know 
best how to cultivate maize, how to build 
houses (so that the cosmos is properly repli- 
cated in the home of the lineage member), how 
to keep animals, how to most properly and 
effectively perform social interactions with kin 
and others, and how all ceremonies should be 
performed.” “Ancestor worship" is ritual prac- 
tice whose details vary from society to society 
but which focuses on preserving the minutiae 
of life as it was given to the ancestors by the 
creator beings.” 

The ancestors are linked to the living di- 
rectly through shared “souls.” The belief in 
multiple aspects of vitality or "souls" is pres- 
ent in many Maya communities. Among the 
Mam speakers of Chimaltenango, Guatemala, 
it is believed that three nonphysical or spiritual 
qualities govern existence and behavior. These 
qualities affect life, not the fate of the "soul" 
after death. The first quality is the aanme, the 
personal animating essence inside the breath. 
After the death of the body, this soul survives 
to interact with the living. It either goes to live 
inside the mountain, working for the Witz, or 
Earth Owner (also called, in other commu- 
nities, Yahwal Balamil, or Mundo), or wanders 
earth as a ghost. The aanme is the essence of 
human personality retained by an ancestor. 

The kleel is the nagual or spirit double of the 
human. At the moment of human birth, a plant 
or animal is born who shares this aspect of the 
soul with the human. Their fates are thus in- 
tertwined, and humans can learn to manipu- 
late their animal doubles through the control 
of this "soul." 

Every individual also has a third quality, a 
social soul, t naab’l, which is the internaliza- 
tion of social conventions. Na is the Mam root 
for "to feel, perceive, pray, remember, behave, 
be careful, assume," and bil is the suffix indica- 
ting the instrument used to perform the action 
specified by the verb. Naab’l is always pos- 
sessed (t-); thus it is part of the possessor." 
Each person possesses, then, the memory and 
perception of kinds of behavior that are consid- 
ered successful for the welfare of the commu- 
nity. Naab'l is not a constant cultural frame- 
work. It is acquired gradually in childhood 
through socialization and observation of how 
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things are done rather than through explicit in- 
struction. Illness and sleep can diminish the 
naab'l, but it can become more complete. Not 
every person possesses a complete naab’l. 
Those with a complete naab'l are intelligent, 
resourceful, strong. One with a complete naab’] 
has healthy, hot blood. One with an incom- 
plete naab’] lacks emotional control and is un- 
able to focus attention. Failure to act in mutual 
conformity with community values results in 
the loss or impairment of the nabb'l. 

The shared communicative aspects of the 
naab’! transcend the individual personality. 
The possession and exercise of the naab'l allow 
an individual to perceive the naab'l of another. 
This contributes to the perception of a bond of 
implicit social conventions, and ultimately to a 
powerful sense of identification with the per- 
sons, social structure, and environment of one's 
community, in other words, an identity linked 
to a place, the social community, the ancestors, 
and the features of the environment that are 
utilized in ritual. 

Ancestors have the experience of successful 
living, and therefore know best. Their responsi- 
bility is to take charge of the life and death 


transitions that people undergo. In Zinacantan, 


it is believed that when a child is conceived, 
the ancestors install a c'ulel or innate, personal 
"soul" in it and, simultaneously, in an animal 
embryo. In the instant that a child is born, its 
animal companion is also born. The animal 
companions are guarded in corrals in the Se- 
nior Large Mountain by the ancestors. If the an- 
cestors neglect the human's animal compan- 
ion, it can wander off and get lost or killed, 
causing illness or death for the human. If hu- 
mans break with traditional or moral behavior, 
the ancestors will punish them with disregard 
for their animal companions.? 

In Momostenango, new babies are intro- 
duced to the ancestors at the lineage shrine on 
a day named Akbal.? This practice finds an in- 
triguing ancient parallel with the presentation 
of the young heir to the throne of Palenque by 
the King Pacal on 9 Akbal 6 Xul (which fell that 
time on 14 June 641, very near the summer sol- 
stice], an event documented in the Group of the 
Cross.? In Momostenango, the willingness of 
the woman's parents and grandparents (whether 
living or dead] is crucial to the positive out- 
come of a marriage.?' Days selected for house- 
building rituals are the Ahau days. The house, 
as home of the living members of the lineage, 
must properly echo the cosmic schema and 
must please the ancestors. A positive response 


from a Momostenango diviner concerning plans 
for a house will be that "the ancestors know." 
After death, Ahau days are also chosen to intro- 
duce the departed soul of an ancestor to its new 
house in the Mundo.? 

The ancestors make many decisions about 
the activities and welfare of the living. As guard- 
ians of the traditional way of life, they decide 
who can become a shaman or a daykeeper, they 
allow the municipal cargoholders to respond to 
questions addressed to them in prayer by di- 
viners, and they teach the people how to do 
many things. Many of their messages, when 
not directly sought through divination or 
prayer, are sent to the living through dreams. In 
modern Chamula, the ancestors summon and 
speak to persons with strong souls as they 
dream. Through dreams, when the person's 
inner soul convenes with other souls, the origi- 
nal path is explained and made clear to the in- 
dividual. Ignoring such instruction will cause 
weakness, and even death.” 

In order to ensure the devotion of the ances- 
tors to their animal souls and to their business, 
travel, marriages, children, and crops as well, 
the living must devote considerable time and 
attention to the ancestors. Many of the rituals 
that are performed in modern Maya communi- 
ties involve making offerings to and invoking 
the ancestors. In Zinacantan, they particularly 
are invoked and honored on a regular basis in 
rituals concerning the lands, the water holes, 
and the lineages. The ancestors received the 
lands and rights to the water holes from the 
creators, and must be thanked. This involves 
setting up shrines (cleaning them, placing 
crosses, pine boughs, and geraniums} and offer- 
ing substances that provide ritual heat to the 
ancestors in their cold abode—candlelight, li- 
quor, incense from the copal tree, and black 
chickens. Ancestors also like pure spring water 
and the odor of certain flowers. Without these 
substances, they would not survive in the after- 
life, and the animal souls of the living would 
have no caretakers. 

Living in a society that practices "ancestor 
worship" is more than a matter of performing 
the rituals that will ensure health and survival 
of the soul. It involves intensive reciprocal 
responsibility that demands communication 
through the rituals and also, on a nightly basis, 
through dreams with the other souls of the 
community, both those of the dead and those of 
the living. Even the perception of the self is 
radically different in such a society. A recent 
study of the self in cross-cultural perspective 


(one of the first such comparative studies under- 
taken by a psychiatrist) finds that individuals 
in societies in which ancestors are involved in 
the activities of daily life have, in addition to a 
sense of self-identity, a strong sense of familial 
and community identity. This is a "basic inner 
psychological organization that enables women 
and men to function well within the hierarchi- 
cal intimacy relationships of extended family, 
community, and other groups. . . . Self-esteem 
derives from strong identification with the 
honor of the family and other groups, from non- 
verbal mirroring throughout life, and from cul- 
turally encouraged idealization of elders . . ."** 
The study, which involved a comparison among 
psychiatric clients in the United States, India, 
and Japan, found that the Asian clients actually 
perceived less definition of the boundaries be- 
tween themselves and their relatives than the 
American ones. The principle of individualism, 
sO prominent in industrialized societies, is re- 
placed by a “‘we-self’ that is felt to be highly 
relational in different social contexts.’’* 

Similar statements about the esteem given 
to social goals over personal goals are explicitly 
made in the literature on several modern Maya 
groups. Evon Z. Vogt notes that among the 
Zinacantecos, “The maximum amount of heat 
acquired by a Zinacanteco during the course of 
a lifetime comes from serving his society in an 
exemplary fashion: the man who is very old, a 
high-ranking shaman and a veteran of all levels 
of the cargo system, possesses the greatest heat 
[or greatest likeness to the sun] possible for a 
human being.’’** 

About the sixteenth-century Maya of Yuca- 
tan, Nancy M. Farriss has said: "The relevant 
question becomes whether the Mayas perceived 
themselves as self-sufficient. Their social sys- 
tem indicates that they did not. The only ex- 
planation of that system consonant with all the 
admittedly piecemeal evidence of their behav- 
ior is that they viewed individual survival as 
part of a collective endeavor dependent upon 
mutual assistance and the coordinated activi- 
ties of the group.” ? 

The great value placed on group-supportive 
or ^we-self" behavior is explicitly expressed in 
a Tojolabal community of highland Guatemala. 
Community elders "overtly guard and protect 
both a community ideal and community cohe- 
sion. The community requires attendance at 
ritual community activities. .. . Villages are 
endogamous. Members of a community must 
participate in community service, and political 
decisions are consensus ones reached through 


town meetings. Individuals affirm these ideals 
through nearly ritualized chauvinistic verbal 
expressions of community cohesion.” 

Since the ancestors possess the same social 
soul as the living of a particular community, 
their involvement in community affairs is 
more valuable because of their years of service. 
In some of the inscriptions at Yaxchilan, the 
king Shield Jaguar parallels his captures (surely 
in service of the community] with those of 
his father and those of his grandfather. This 
must have given Shield Jaguar's captures much 
greater potency. 

In some "ancestor-worshipping" societies, 
for example in ancient China, the achievement 
of an ancestor could elevate the status of the 
whole family for many generations, bringing 
high government positions; and, conversely, 
the misdeed grievous enough could cause the 
slaughter of several generations of that person's 
lineage.? A similar belief exists in modern Mo- 
mostenango; however, instead of punishment 
being inflicted by the living government, it is 
sent in the form of "soul loss" by the collective 
ancestors. If a person does not fulfill the expec- 
tations of the community or dies without set- 
tling a serious dispute, such as one over water 
rights, the punishment for that misdeed may be 
sent by the ancestors unexpectedly to an indi- 
vidual many generations later. Only with the 
aid of a diviner can the sufferer discover the 
cause of the illness—sometimes an ancestor 
who lived so long ago that his or her name has 
been forgotten.^ This explanation of the causes 
of disease is found in Maya communities as 
widely separated as highland Guatemala and 
northern Yucatan. Although he did not have a 
good understanding of the attitudes inherent in 
ancestor-worshipping societies, Ralph L. Roys, 
translator of the Ritual of the Bacabs, recog- 
nized from the attitudes taken by the Maya 
curers toward the illnesses in the texts that "A 
disease is considered to be a semi-personified 
being."* He explains that when determining 
the cause of an illness in order to exorcise it, 
the shaman would demand of the spirits he had 
assembled in the ritual enclosure to point to 
the forebears of the illness. For example, in the 
case of the tarantula-eruption illness he asked, 
“Who was his mother? He would be the off- 
spring of Ix Bolon-che, . . . the offspring of Ix 
Yal-hopoch, . . . the offspring of Ix Yal-sik-che, 
when he was born in the heart of the sky. . . . 
Who was his creator? He created him, did 
Colop-u-uich-kin in the heart of the sky." The 
latter being is interpreted by Roys as "Snatcher 
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of the Eye of the Sun” and appears in almost 
every instance. The females mentioned vary 
considerably, and could well be references to 
beings considered to be long-deceased ances- 
tors. The illnesses were also related to plants 
and trees according to the faces of their days of 
birth. Thus, knowing the lineage and calendric 
and natural world associations of the illness, 
one could successfully deal with it. 


THE PEOPLE OF CORN HONOR THE GODS 


The common people are not very evident in 
Maya monumental art nor in the archaeology. 
Nevertheless, their customs—the ways of the 
ancestors—are the ones from which the monu- 
mental imagery springs. Those who planted 
corn and made tamales built the ceremonial 
centers and shared the dreams of the commu- 
nity elite. The ancient Maya population was in- 
volved to a large degree in agriculture. Every 
activity associated with subsistence—gather- 
ing materials for building a house, clearing land 
for planting, gathering natural objects to use as 
tools or adornment, planting and harvesting— 
was viewed in a broader sense as part of a recip- 
rocal covenant between the humans and the 
Earth Lord, via the mediation of the ancestors. 

The passage from the Popol Vuh that de- 
scribes the origin of humans says: 


And here is the beginning of the conception of 
humans, and of the search for the ingredients of 
the human body. So they spoke, the Bearer, the 
Begetter, the Makers, Modelers named Sovereign 
Plumed Serpent... . 

"... Morning has come for humankind, for 
the people of the face of the earth,” they said. It 
all came together as they searched and they 
sifted, they thought and they wondered. . . . And 
this was when they found the staple foods. 

And then the yellow corn and white corn 
were ground, and Xmucane did the grinding nine 
times. Corn was used, along with the water she 
rinsed her hands with, for the creation of grease; 
it became human fat when it was worked by the 
Bearer, the Begetter, Sovereign Plumed Serpent, 
as they are called.” 


In the Popol Vuh, it was the Grandmother of 
Light, Xmucane, the grandmother of the Hero 
Twins, who first began to honor the seeds of 
corn and the Hero Twins who first began to 
honor their ancestors. Before they vanished 
into the Underworld to do battle with the lords 
therein and clear the way for human life, they 
placed some ears of corn in the rafters of their 
grandmother's house and said that if they died, 


the seeds of the corn would not sprout. Seeing 
that the seeds had not sprouted, the grand- 
mother made a memorial to the death of her 
grandsons. She lighted copal incense in front 
of the seeds and wept. After that, the seeds 
sprouted and the grandmother rejoiced, deifying 
them and giving them names. Shortly there- 
after, the Twins, still in the Underworld, found 
the bones of their fathers and promised to honor 
them every day named Ahau, or Lord. The be- 
lief that human life is bound to the life of corn 
permeates Maya thought. 

Having been created by the gods to honor 
and nourish them, all persons have an obliga- 
tion to ask permission for their needs, and to 
offer thanks when they are met. In traditional 
communities, the modern Maya still live with 


this belief. 


We are having this ceremony for the YAHWAL 
BALAMIL [the axis of the earth], that he should 
order the clouds to come out of the earth, clouds 
to rain on our corn, so our corn should not die 

. . . Because if it does not rain and our corn dries 
up and perishes, we would perish too. So we are 
praying to the Lord of the Earth, and we are 
offering him good peso candles, for we only gave 
him 50-centavo candles at planting but now we 
are giving him peso candles, so he will let our 
corn grow .. . We do not see the Lord of the 
Earth, but he is there under the earth.“ 


In discussing the attitude of reciprocity, Vogt 
states that the obligation to repay the owner of 
materials from the wild forest that are col- 
lected or hunted is just as strong as or stronger 
than the obligation to repay a gift. "When a 
man becomes the new possessor of anything, in 
any way, someone—man or god—expects and 
is entitled to recompense." ^ 

The rituals of house building, those involved 
with clearing, sowing, and planting the fields, 
and those involved with curing, with the line- 
age, and with divination are well documented 
in Vogt's Tortillas for the Gods, Walter F. Mor- 
ris, Jr.’s Living Maya, Barbara Tedlock's Time 
and the Highland Maya, and elsewhere. Simi- 
lar types of rituals are documented for commu- 
nities across the Maya region where fieldwork 
has been directed toward ritual practice. Al- 
though there is certainly a distinction between 
ceremonies involving the entire community 
and those that are more private, involving a 
family or lineage or water hole group, I suspect 
that in ancient times the public spaces in the 
ceremonial center were used by the common 
people as they participated in community rites 
and for more private purposes. Today, in Cha- 


mula, Chichicastenango, and many other places, 
private curing ceremonies are performed in the 
public church. In Momostenango, the ceremo- 
nies involved with the 260-day calendar take 
the daykeeper or trainee to shrines at the pe- 
rimeter of the community and also to a hill at 
the center. It seems to me that the ancient 
Maya of Yaxchilan probably participated in pe- 
riodic ceremonies with the nobility, and also 
probably used the stelae much as crosses are 
used today in Zinacantan and Chamula, and as 
the acantuns (stood-up stones] were by the 
Yucatec of the sixteenth century—as axes of 
communication with the ancestors. In addition 
to revering and asking favors of their own an- 
cestors, they probably obtained great benefit by 
honoring the ancestors of the king, who of 
course, was a descendant of the sun. 

By incorporating into their community and 
local rituals the movements of the heavenly 
bodies as they touch the local environment, 
the Maya deliberately replicate the cosmos in 
their activities. The society, as we have seen, 
was directed toward integration of the popula- 
tion, in its proper place in the hierarchy, into 
the social order. The ceremonial center was the 
product of the labor of many individuals, most 
of them not nobility, and the open plazas and 
stelae, and possibly the stone temples, were 
used by them in honoring the ancestors and the 
Earth Lord. 


WARFARE AND COMMUNITY 


Warfare against outsiders was a common theme 
of ancient Maya public art.^^ This hostility to- 
ward strangers or nonmembers of the commu- 
nity is also documented among the Colonial 
and modern Maya. Then as now, hostility was a 
response to a perceived wrong—especially an 
insult to one's family, usurpation of land sanc- 
tified by the ancestors, or ethnic discrimina- 
tion—and was not generalized. However, the 
successful defender of the community was glo- 
rified. In The Annals of the Caqchiquels, one 
confrontation with a stranger proceeded: 
“Who are you? You are not my brother or my 
kinsman. Who are you? This moment I will kill 
you.' And the older and younger brothers killed 
the stranger, cut his head off, and consecrated a 
place of rule, where they were honored by thir- 
teen groups of warriors by being given a canopy, 
throne, seat of honor, and sovereignty." ^ 

As in Central Mexico, antagonism on the 
part of one indigenous Maya community to- 
ward those who spoke different languages or 
even dialects contributed to the ease with 


which the sixteenth-century Spaniards subju- 
gated the indigenous populations. When Bernal 
Díaz del Castillo led his soldiers into what is 
now highland Chiapas, he enlisted the willing 
aid of the pueblo of Zinacantan in devising 
strategies for the downfall of neighboring Cha- 
mula. These two groups both spoke Tzotzil, 
but rather than considering each other as allies, 
they had traditionally been split by ethnic ri- 
valries based on the fact that they formed sepa- 
rate communities.^ 

A cause for antagonism between neighbor- 
ing communities was the insulting behavior of 
members of one community toward those of 
another. An example of specific aggressions be- 
tween neighboring groups is documented for 
the Yucatan. Some aggression which was not 
accepted within a community was apparently 
channeled toward persons in other communi- 
ties when people were out in the bush or when 
the aggressor approached communal lands of 
another. The Spanish observed personal aggres- 
sion in the form of insults, blows, and homi- 
cide between members of neighboring com- 
munities. When such aggression occurred, the 
aggrieved person informed his lord, whose duty 
it was to avenge the aggression by punishing 
the offender's group.” This suggests that a ruler 
not only was served by the community, but 
also had explicit tasks to perform for the bene- 
fit of the other members of the society. Entire 
communities were responsible for and might 
be attacked because of the aggressive behavior 
of their members. 

Among the ancient Maya, a necessary condi- 
tion of any major royal ceremony at most cities 
was the portrayal of the king's most important 
recent capture and sacrifice. Warfare against 
outsiders was clearly one of the duties of Yax- 
chilan kings. More than at any other site, the 
kings of Yaxchilan were named as "He of 
Twenty Captives,"? or given “Captor of...” 
titles that stayed with them for the rest of their 
lives. Furthermore, the desire to protect the 
community from aggression was so strong that 
the sides of the stelae which faced the river 
were carved with images of the kings as war- 
riors, probably designed to serve as a deterrent 
and as a proclamation of local superiority. 


A HIERARCHICAL SOCIETY 


In the sixteenth century, the Yucatecans relied 
on rank as an explicit indicator of social order. 


The Indians in making visits always take with 
them a present to give, according to their rank; 
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and the person visited gives another gift in re- 
turn. During these visits third parties speak and 
listen with attention, according to the rank of 
the persons with whom they are in conversation, 
the more humble is wont to repeat with great 
care the title of office or of dignity of him of 
highest rank. . .. The women are brief in their 
conversations, and were not accustomed to do 
any business for themselves, especially if they 
were poor; and on account of this the nobles 
laughed at the friars because they gave ear to the 
poor and the rich without distinction."' 


To the sixteenth-century Spanish friars, who 
were outside the native hierarchy, all the Maya 
were equally heathen. The Maya, however, saw 
their rank, whether defined by merit or purely 
by genealogy, as an inextricable part of social 
order. In modern Chimaltenango, Guatemala, 
people say that everyone in the community has 
a place. They say they fear the sense of mean- 
inglessness they think would result from the 
acculturation of their community into the La- 
dino way of life. Any responsible participation 
in the local system of religious and ritual re- 
sponsibilities ensures a place in the commu- 
nity structure and ensures that in old age one 
will not be relegated to sweeping plazas after 
rituals. 

Little, if any, information about the hierar- 
chies of commoners exists for the Classic Pe- 
riod. Hieroglyphic inscriptions and art provide 
some evidence for the ranking of the nobility. 
Rulers of major Maya cities were called ahau, 
which is generally translated as “lord.” Each 
and every Maya king claimed descent from a di- 
vine First Ancestor, "God K," and had super- 
natural power and authority that extended to 
cosmic dimensions. At Yaxchilan, there were 
at least sixteen kings, who apparently de- 
scended from two lineages, the Skulls and the 
Jaguars. In the hieroglyphic inscriptions at Yax- 
chilan, a ruler was distinguished from the other 
elites more by the quantity than the type of his 
titles. The only titles unique to rulership were 
the so-called Emblem Glyph, complete with 
prefixes referring to the ruler’s sacred blood- 
line, and a little-understood title perhaps refer- 
ring to shamanic powers, the Antler-Vase-Sky 
title. Most other titles a king had could also be 
carried by other members of the community. 
Other men and women besides the king were 
called batab (which referred perhaps to war or 
to being able to communicate with ancestors) 
or bacab and were given katun titles referring 
to age. 

Some men and women were called cahal, 
(from kah, village or locality in Yucatec) but 


this seems to refer to a distinct office, for kings 
at Yaxchilan were never called cahal. These 
were secondary ahaus, who could either be 
second-strata elite at a major city or holders of 
the highest office at a minor city.” 

In the last few years, a few other titles have 
been deciphered from the hieroglyphs, giving a 
fuller picture of the nobility. Of particular in- 
terest to this study has been the identification 
of the titles for scribes and painters, called ah 
ts'ib. The scribes whose names survive usually 
were born of the nobility, and some carry an 
ahau title, suggesting that they were closely re- 
lated to the kings. 

There has long been debate about the mecha- 
nisms of elite control over the population. The 
presence of large-scale construction projects, 
both architectural and agricultural, from the 
Late Preclassic to A.D. 1000 in the Central Low- 
lands has seemed to most scholars evidence of 
conscription or corvée labor. It is usually as- 
sumed that persons do not voluntarily relin- 
quish their freedom to pursue individual needs 
and satisfaction to any collective cause. How- 
ever, it has been suggested here that the very 
identity of the Maya individual extended be- 
yond the individual person to the members of 
lineage and community, living and deceased. 
The question becomes one of defining “individ- 
ual needs." "The enigma of lowland Maya so- 
cial organization may lie in our alien definition 
of need and benefit." ** 

After the collapse of Classic Period society, 
the Maya continued to live in the Petén, in 
scattered settlements and probably in reduced 
numbers. They surely realized that their an- 
cestors had coordinated a grand civilization 
based on elaborate social order and affiliation 
to divine kings, for the material evidence of 
cities would not let them forget. Hundreds of 
years after the collapse, it seems that they felt 
the longing for an explicit social hierarchy with 
a spiritual leader. During the "pacification" of 
the Petén by the Dominican friars, the Chol 
speakers in the vicinity of the Cancuen River 
attached themselves willingly to the friars 
once they determined that what the friars said 
they offered was spiritual guidance and a return 
to a community. These Maya, although very 
poor, "assisted the priests and gave them what- 
ever they could, whatever the land provided, 
and some voluntarily left their homes and plots 
to build churches and live near the priests. 
They carried their burdens from one place to an- 
other; they gathered when the alguacil called 
them, and did not leave without permission of 
the priests." When the Dominicans later aban- 


doned the Christianized Chols, the Maya were 
very upset and "begged for someone to come to 
give them their spiritual food.” °° What was the 
spiritual food given by the ahau to the people? 
Among the Colonial Maya and the modern 
Maya, actual food was provided by the religious 
leaders to the community as an important as- 
pect of rituals. “Shared meals establish the 
boundaries of a group, express its collective 
identity, and sustain its internal cohesion. 
Ceremonial meals can also define divisions 
within the group; seating arrangements, the 
manner and order of serving, and other details 
of etiquette are capable of denoting the nicest 
gradations of rank."^* The staging of actual 
meals provided psychological reassurance of 
the explicitness and reliability of order. The 
"spiritual food" probably referred to other psy- 
chological reinforcement as well. The spiritual 
leader, whether ahau or other priest, commu- 
nicated directly with the ancestors and spirits 
through his blood sacrifices, and thus bound 
the ancestors to give him guidance. The defini- 
tion of the ways of the ancestors, the coordina- 
tion of a vision of what activities should be 
undertaken, and the provision for programs of 
art and ritual were probably desired by the 
Maya, whose "^we-self" took precedence over 
individual independence. The sixteenth-cen- 
tury Chols acted as a people accustomed to the 
stability of a hierarchical order and the com- 
munity self, networks in which their obliga- 
tion was to exchange their services and what 
food they had for an explicit community struc- 
ture whose head was an ahau. 


ROOTS 


Alonzo de Zorita, writing in 1555 of Pre-His- 
panic customs, said: "There was never any 
question of moving people from one town to 
another. Indeed, they observed as strictly as if 
it were law (though not through the use of 
force) the rule that where a man's father and an- 
cestors had lived, there must he live and end 
his days."?' Also in the sixteenth century, Span- 
ish attempts to round up the Chiapas Maya 
groups so that they could better be introduced 
to Christianity were frequently frustrated be- 
cause the Maya regularly abandoned the newly 
established cities on the plains and returned to 
their steep hillsides or "unhealthtul" swamps. 
Fray Ximénez reported on what he considered 
to be an unusually strong attachment to a 
birthplace: 


... es tanto el amor que le tienen al barranco y 
al cerro o monte donde nacieron, que mas bien 


dejaran la vida que el lugar, y si los mudan, 
como ha sucedido algunas veces, mas breve se 
acaban ...* 

(. .. the love that they have for the valley, hill, 
or mountain where they are born is so strong, 
that they would rather leave their lives than the 
place, and if they are moved, as has happened 
several times, they are soon finished . . .} 


Belonging to a lineage, a water hole group, and 
a community is what gives the modern high- 
land Maya individual a sense of identity.? One 
is tied to one's family through conditioning 
that duty to one's elders and children is the pri- 
mary occupation of life. One is tied to the place 
of birth by the living family and the bones of 
the ancestors buried under the house or in the 
milpa.© One is inextricably linked to the land- 
scape?' in and around the community because 
there, all past events and their recurrences, both 
the work of being Maya— planting maize—and 
the rituals that telescope the past into the pres- 
ent and future, have taken place. Identity with 
the community is not automatic, but must be 
acquired through socialization. For example, 
becoming Chimalteco, or acquiring member- 
ship in the modern community of Chimalte- 
nango, is called "acquiring t naab' 1," or devel- 
oping the social soul of local conventions. The 
set of local skills, such as corn farming for men 
and household tasks for women, beliefs, per- 
ceptions, dreams, memories, behavior, and of 
course, language, actually defines what it is to 
be Chimalteco.? Because the community is 
such a powerful and pervasive structure to a 
Maya, outward manifestations of community 
affiliation abound. 

Modern Maya people define affiliation in a 
community by sharing a local dialect, by dedi- 
cation to a patron saint, by use of local colors 
and patterns of weaving in clothing, and occa- 
sionally through such fine distinctions as the 
cut of their shoes or the stitching on their 
hats.? These differences are readily observed, 
remarked upon, and sometimes ridiculed^ by 
members of other communities. 


This was probably true in the Classic Period 


as well. My structural analyses of costume 


from ten Classic Period Central Lowland sites 
show a significant amount of diversity in royal 
costume. Specific elements of costume are 
often unique to a single site, as is the double- 
faced “jester god” pendant that adorns the 
upper levels of the royal headdresses on the 
stucco sculpture of House A at Palenque. Also, 
entire costumes worn on specific ceremonial 
occasions sometimes appear at only one site. 
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One example at Yaxchilan is the summer sol- 
stice costume. 

In addition to unique ritual costumes and 
rituals, I suggest that the style and subject mat- 
ter of monuments and local interpretations of 
astrology contributed enormously to a sense of 
local identity. This will be explored at length in 
the upcoming chapters. 


POLITICAL ORGANIZATION 


The political organization of the Classic Period 
Maya is still not well understood. Perhaps each 
city was organized as a feudal estate with noble 
lineages controlling land and resident vassals. 
It is also possible that the ruler of a great city 
such as Yaxchilan attained his position by be- 
ing the most charismatic and accomplished 
person in a lineage that could claim sacred ori- 
gins. It appears that at several Maya centers, in- 
cluding Yaxchilan, rulers came from more than 
one lineage. Most epigraphers agree that the 
Maya cities were a series of city-states with dis- 
tinctly structured reciprocal obligations with 
neighboring sites depending on the rank of the 
neighboring rulers, the history of interdepen- 
dence, and the goals of the present kings. 

In the Late Classic, Yaxchilan had some re- 
ciprocal agreements with Bonampak and La 
Pasadita, where its kings were portrayed on 
carved lintels, and also some relationship with 
Piedras Negras, El Cayo, and Palenque in which 
the rulers visited those sites. However, there is 
no convincing evidence for a division of the 
Maya area into regional capitals. Women from 
other cities did marry into the royal dynas- 
ties of Yaxchilan. During the Early Classic, 
on Structure 12 lintels, carved 9.5.2.10.6 
(A.D. 537], kings of foreign cities were recorded 
in the inscriptions at Yaxchilan, but in the Late 
Classic inscriptions, no mention of kings from 
important foreign cities was made. Yaxchilan 
was apparently important enough and had suf- 
ficient identity and prestige as a community 
not to need substantiation of its glory by for- 
eign lords. 

The principles involved in selecting a suc- 
cessor to the throne are important in this vol- 
ume because of a problematic ten-year interreg- 
num between Shield Jaguar and Bird Jaguar IV, 
the two Late Classic rulers on whom the study 
centers. Several studies of the rules of succes- 
sion in Maya society have been published, and 
the one which best takes into account the ac- 
tual patterns of succession documented at Clas- 
sic Period sites is that of Nicholas A. Hopkins. 
He finds the evidence for patrilineal organiza- 


tion overwhelming and sees seven patterns of 
succession possible within the patrilineal sys- 
tem in which women also have a position.“ In 
the documented cases at Yaxchilan, the rule 
passes from ruler to son, but the questions are, 
which son, and by which wife? Not enough 
data exist in the inscriptions to determine 
whether Maya elite men were monogamous, 
and sixteenth-century accounts are conflicting, 
suggesting that the number of wives kings had 
could vary depending on local custom, or that 
the Spaniards were not evaluating properly 
what they observed. I see at Yaxchilan a dis- 
tinction made between women who are docu- 
mented as the mothers of the heirs and those 
who seem to have other functions, with the for- 
mer appearing in accession-related contexts 
and the latter in astronomical-related ritual 
contexts. It is difficult to prove the existence of 
sons who did not inherit the throne, since no 
mention of them exists at the city. If they did 
exist, then perhaps the dual principles of he- 
redity and election observed in the succession 
of kings in Pre-Columbian Yucatan applies: 
^... political power was relatively fluid, dif- 
fused through a hierarchy of lesser lordships, 
who had some say in the choice of the terri- 
torial ruler and on whose support, in the ab- 
sence of well-developed state bureaucracies and 
standing armies, his actual power depended.’”’”’ 

What was the basis of authority of the Maya 
king? In many thoroughly ranked hierarchical 
societies in which ritual concerns assigning 
everything to its proper place in the culture, 
the power inherent in social hierarchy is un- 
consciously accepted. The notion that political 
power is not challenged is difficult for those 
living in an industrialized twentieth-century 
society to understand.* We criticize and ques- 
tion authority because the persons who wield 
it are no closer to divinity than we are. The 
evidence, while not conclusive, points to the 


. Maya ruler, as descendant of God K, or the First 


Ancestor, as being supernatural. His authority 
was the result of direct communication with 
the ancestors. We should be cautious in ascrib- 
ing self-aggrandizing motives that coincide 
with modern industrialized self-concepts and 
notions of political authority to the ancient 
Maya—not because the Maya individual was 
free of greed or ambition but because such mo- 
tives would not be condoned by tradition. 


KEEPING TRADITION 


Before moving on to the study of the design 
of the ritual center of Yaxchilan, I will intro- 


duce two expressive domains in Maya society 
that have been largely ignored by art historians 
and archaeologists. Traditional language and 
dreaming the ancestors’ dreams illuminate ex- 
plicitly and implicitly the way the Maya think 
about themselves. As shared experiences, they 
fortify the community soul or “we-self” and 
are sources of organization, motivation, and di- 
rection for overt behavior. Some of the most 
fundamental views and priorities of Maya so- 
ciety are expounded through oratory and dream 
analysis. They are two aspects of implicit so- 
cial control, and in both media are expressed 
attitudes that can also be seen in Maya art and 
architecture. 

The body of oral tradition, its formalized gen- 
res, and the way these sound are community- 
related. 


Chamulas recognize that the correct use of lan- 
guage (that is, the Chamula dialect of Tzotzil) 
distinguishes them not only from nonhumans 
but also from their distant ancestors, from their 
present Tzotzil- and Tzeltal-speaking neighbors, 
and from Ladinos and tourists. . . . Language, 
then, in the present as in the past, is an impor- 
tant criterion by which Chamulas distinguish 
both separate social groups and specific kinds of 
attitude and behavior within those groups. In 
other words, the labels for kinds of verbal behav- 
ior are, like kin terms, tags for different kinds of 
interaction.” 


As Gary Gossen has demonstrated, the Cha- 
mulas have a complex oral tradition with sev- 
eral popularly recognized genres of speech— 
ordinary language; emotional language; Recent 
Words, consisting of True Recent Narrative, 
Frivolous Language, and Games; Ancient 
Words, consisting of True Ancient Narrative, 
Ritual Language, Prayer, and Song; and finally, 
Witches’ Words. Within these genres, the style 
of discourse, the characters involved, and the 
settings of the narratives all parallel the condi- 
tion of the universe on a continuum from cha- 
otic to established, but ever-threatened, order. 
The Ancient Words are explicitly used in what 
Gossen calls ‘Serious Explanation, Formal 
Maintenance and Perpetuation of the Social 
Order." ?? The elders may shift into the genre of 
" Ancient Words" in normal conversational in- 
teraction among the youth of the community, 
because it is their responsibility to ensure that 
this wisdom lives. 

“A scattering of jades" was the metaphor for 
the genre “words of the ancients and elders," 
the huehuetlatolli, of the Aztecs. "Every im- 
portant event in the life of an Aztec—a reli- 


ud 
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gious celebration, the accession of a new ruler, 
an embassy to another province, the start of a 
battle, the choosing of a wife for a young man 
or a midwife for a pregnant woman, among 
others— was punctuated by long, eloquent ora- 
tions appropriate to the occasion." "! 

In the Classic Period, the formulaic state- 
ments recorded in hieroglyphic writing on the 
monuments have many of the characteristics 
of Chamula True Ancient Narrative: high re- 
dundancy, formal couplets and triplets, and 
dense metaphoric stacking. Statements often 
invoke the whole earth and sky, also like True 
Ancient Narrative. But unlike True Ancient 
Narrative, the hieroglyphs do not always in- 
volve (although they can) supernatural beings 
from the first, second, and third creations of 
the world, nor wild animals. Classic Maya hi- 
eroglyphic statements at Yaxchilan record the 
exemplary events in the lives of the current 
rulers and the parallel historical events of rul- 
ers up to sixteen generations in the past. They 
are intended to specify just what the ruler is 
doing in the sky, earth, and Underworld for the 
service of his community and how precisely he 
follows ancestral precedent. 

Ancient and contemporary Maya genres of 
formal speech are distinguished from just talk- 
ing by the insertion of set phrases at the begin- 
ning and end of a story, prayer, or command.” 
Allan Burns' study of storytelling in modern 
Yucatan includes some stories of an old person 
which end with phrases that stress the rela- 
tionship between the speaker and his listeners, 
such as: yn hach llamail, "my very beloved vil- 
lagers”; lalan unooch ukab in yum, "beneath 
my father's right hand" (beneath the sun's right 
hand); ti tu lacal in sih sah vini Cilob yokol cab, 
“to all my engendered people in the world," 
and in sih Sah hex lIlokol cab, “ye my descen- 
dants in the world." 

Similar phrases begin and end the stories 
told by the Classic Maya inscriptions. Begin- 
ning phrases might be translated, "And here 
begins the count of days, the count of years," 
and ending phrases always relate the ruler, or 
subject of the text, to the community or city. 
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The genres of texts on monuments are quite. 


standard and have local variations, as do genres 
of imagery. 

In addition to its functions in creating and 
maintaining cultural history, in tradition, and 


in instructing members of the community, ora- ? 
tory also is the medium of political decision- 


largely of polite, formulaic passages, into which 
the matter under consideration is inserted. The 
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etiquette of talking is intended to provide a 
basis for trust. Addressing the group in order of 
rank, supplementing the polite addresses with 
toasts of alcoholic beverages, and using the pat- 
terns of traditional oratory provide a predict- 
able structure to the discussion and allow the 
speaker to be persuasive while "saving face." ? 
Political decisions are made when community 
leaders reach consensus, in a parallel fashion to 
the consensus reached by the Bearers and Be- 
getters and Sovereign Plumed Serpent when 
the world was created. In the Quiché ethnohis- 
torical document Popol Vuh, the creators 
placed equal value on two characteristics they 
desired in humans— speaking properly to and 
nourishing the creator gods. "'So now let's try 
to make a giver of praise, giver of respect, pro- 
vider, nurturer,’ they said." "* 

Once decisions need to be executed within 
the modern Maya community, leaders stage 
their commands as group discussions. Partici- 


pation by the audience is expected, and even re- 


quired, in most forms of speech from com- 
mands to curing rituals to storytelling. Those 
listening to the decisions of the leaders must 
respond (sometimes by just repeating the last 
words of the phrases or by making exclama- 
tions), must show initial reluctance to the per- 
suasion, must prolong the oratory with re- 
sponse and resistance, giving the speaker the 
feeling that the flowery speech is effective, and 
must drink the prescribed toasts, before finally 
reaching an accord. This kind of interactive 
consensus-reaching ideally is practiced at all 
levels of activities, even planning a day's work 
in the milpa. This is not seen as control, but as 
the only natural way to behave.” Proper speech 
lubricates every mechanism of the community. 

The consensus-reaching discussions that 
Burns observed in the Yucatan were also seen 
by Walter F. Morris, Jr., during his years in high- 
land Chiapas. "The strength of Maya tradition 
comes from living in tight-knit communities, 
where all decisions must be agreed upon and 
accepted by all its members. There are mo- 
ments when the society opens up to new ideas, 
like the varieties of brightly colored shawls, 
only to retreat to a common agreement on 
what is proper [blue is now used in Chamula|. 
The most important source of inspiration is 
dreams..." 

Dreams are a very important but little- 
studied cultural focus among the Maya. Three 
authors who discuss the importance of dreams 
have done their studies in far-flung parts of the 
Maya world—the Lacandon jungle, highland 
Chiapas, and highland Guatemala, and in each 


case, the community members dream together 
about the ways of the ancestors. A person’s 
dreams are a matter of family or community 
interest and import. Robert Bruce reported that 
during his stay in Naja, he participated with all 
the other (Lacandon) men in the community in 
an incense-burner renewal ceremony in which 
they were secluded from the women. Upon 
rising each day early enough to watch Venus’s 
appearance as Morning Star, they would re- 
kindle the fire in the wall-less temple and con- 
verse. Common topics were cosmology, tradi- 
tions, and the dreams of that night. Sometimes 
dreams were interpreted as having interrelated 
symbols pointing to a single prophecy. Dream 
prophecies were not absolute, but warnings 
that preventative measures should be taken to 
avoid trouble." 

In Living Maya, Walter F. Morris, Jr., relates 
that in a Tzotzil community, different indi- 
viduals are sent the same dream by the ances- 
tors when it is time for something important to 
happen within the community. Prospective 
shamans dream of meeting the ancestors, and 
the other shamans will have the same dream, 
thereby knowing who is about to receive the 
teachings of curing the souls of a person. 
People are taught the proper designs for weav- 
ings in dreams. “When the saint in Tenejapa 
asked for a huipil, three women in the commu- 
nity had the same dream, and each set off to 
learn brocade. The whole community dreams 
together." /* 

In a highland Guatemala community, Mo- 
mostenango, “all dreams, whether ‘good’ or 
‘bad,’ even including small dream fragments, 
are shared immediately in public and private 
discourse frames with relatives and friends; 
important dreams involving the gods are re- 
ferred to as private and discussed at length with 
initiated daykeepers, who are the official dream 
interpreters."^? Not only sleeping dreams but 
phases of waking reverie and active imagina- 
tion can also be used for contacting one's an- 
cestors for knowledge and instruction. Any of 
these activities is appropriate for discussion 
and provides a way of fine-tuning the cognitive 
map of reality shared by the community. 

Morris, Dennis Tedlock, and Gossen have 
stressed that despite the importance placed on 
maintaining a shared way of life, the Maya 
with whom they have come in contact have 
strong individual characters. Because of their 
close identification with kin groups and ances- 
tors, however, it might be said that, like the 
East Indians and Japanese, the Maya tend to 
have a permeable outer ego boundary—a “we- 


self” rather than an "Lself." In modern in- 
dustrialized European society, individuality is 
often expressed through choice of friends, fam- 
ily, clothing, or interests. In a Maya society, the 
discreteness of an individual is more a matter 
of ego-group and ego-nature relationships and 
artful expression within cultural forms. 
Interconnected dreaming, strict hierarchical 
relationships, dressing alike, speaking within 
culturally recognized genres in a local dia- 
lect, and acting like one's elders and ancestors 
are all more powerful methods of maintaining 
tradition and consistency in a society than the 
domination of unwilling subjects by a ruler. 
Various authors have marveled at how similar 
Maya imagery and hieroglyphic writing were 
over such a vast extent of time and space. They 
usually point to interregional trade as the 
mechanism for achieving standardization of 
ritual, costume, and ceremony.* George Kubler 
pointed out that traders alone had the neces- 
sary geographical experience to travel long dis- 
tances, and that travel for purposes of politics 
and pilgrimage was limited to those of the 
upper classes, who could afford the expense of 
guards to protect them and goods to trade for 
food.?' Some degree of travel by artists or other 
elites is indicated by the similarities in the 
content of hieroglyphic inscriptions, including 
a shared astronomical basis for certain rituals,? 
and the use of identical ceremonial costume ele- 
ments at various sites. But the evidence for non- 
rational modes of information sharing should 
not be ignored. Probably the process of consen- 
sus in government and community affairs and 
notions like the t naab’l and group dream in- 
terpretation created more of a Maya empire 
than did political oligarchy. Through these in- 
tegrative practices, the complex web of im- 
plicit culture was constantly strengthened. 


The Ceremonial City 


Although useful works by urban geographers, 
anthropologists, and historians of religion per- 
taining to the preindustrial city have been avail- 
able since the 1950's, most Mesoamericanists, 
perhaps in their reluctance to use cross-cul- 
tural data to support interpretations of ancient 
Mesoamerican cultures, have ignored these 
valuable insights and seem intent on reinvent- 
ing a definition of “city” to fit the Mesoameri- 
can case. Despite the general consensus that 
Mesoamerican cities contained socially diver- 
sified populations, and therefore could cer- 
tainly be called urban, those who have recently 


reviewed this problem have consistently re- 
fused to offer definitions of the terms "city" 
and "ceremonial center" so that they can use- 
fully be applied to the Maya situation. Mar- 
shall Becker published a historiography of the 
debate about the degree of urbanism and social 
organization in Maya settlements, but offered 
no new definitions.? Richard E. Blanton said 
that the term “city” had been used arbitrarily 
by Mesoamericanists to refer to large and ar- 
chitecturally complex regional centers, and 
pointed out that "precise definitions of the 
term ‘city’ or the term ‘urban’ have not yet de- 
veloped in our discipline.”** He saw limita- 
tions in the data used to create definitions as 
part of the problem and agreed with Kent Flan- 
nery's criticism that in the 1960’s, dominated 
by the anti-elite focus of the new archaeology, 
cultural materialists and the cultural-ecologists 
suggested that civilized people did nothing but 
eat, excrete, and reproduce, while humanists 
suggested that civilizations were above all three 
and devoted their energies to the arts. Blanton 
called for the consideration of ideology and re- 
ligion as explanatory factors in urban develop- 
ment and concomitant political organization. 

Joyce Marcus added a new line of evidence to 
the old argument. Like Blanton, she suggested 
that the material aspect of Mesoamerican cit- 
ies has been overemphasized in the struggle to 
create working definitions. She pointed out 
that while all Mesoamerican cities had temples, 
and so were probably at the head of regional re- 
ligious hierarchies, and many had series of ad- 
jacent rooms called “palaces” which likely had 
an administrative function, few had permanent 
structures to house markets, and thus it ap- 
pears that they considered commercial activity 
less important to the organization of society 
than ritual and administration of social order.*é 

Advancing toward a more meaningful defini- 
tion, Marcus suggested that while Mesoameri- 
can cities were formally distinct, they shared 
the concept of the sacred center as an organizing 
principle for society. To this end, she brought 
out terms for “city” in several indigenous lan- 
guages. Altepetl, "mountain/water," is glossed 
in Molina's 1571 dictionary of Nahuatl as "pue- 
blo, pueblo de todos juntamente, rey, provin- 
cia" (people or town, all the people together, 
king, province]. Here the term for city refers 
as well to its inhabitants and ruler, establishing 
that the identity of the people, their city, and 
their king are inextricable. The Mixtec term 
fuu means "town, place where something ex- 
ists."** In Mixtec, the town is the medium in 
which things have meaning. Marcus points out 
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that the Yucatec word cah refers to the town 
and place and is used as a root word to make 
the words for “world” and “inhabitants.” ® Six- 
teenth-century Mesoamericans viewed their 
ruler's community as the top of a hierarchy of 
communities. Marcus cites S. J. Tambiah's defi- 
nition of the seventeenth-century Thai concept 
of muang—a nesting of affiliation around a 
central community, a “center-oriented” as op- 
posed to "bounded" space, where the name of 
the capital also stands for those who perceive 
affiliation to the capital°°—as a cross-cultural 
parallel to the Mesoamerican urban form. 

I agree with Blanton that an adequate char- 
acterization of the Mesoamerican urban form 
must be congruent with Mesoamerican ideol- 
ogy, and I would add that a new definition must 
also consider issues of self-identity and emic 
concepts of social and environmental order. In 
this respect, the muang, which involves social 
affiliation and mutual identity between the in- 
dividual and the city, does seem to parallel the 
Maya concept of cities. But this definition of 
the muang does not include the ordering of 
space, time, and activity from the point of view 
of the sun as does the Maya case, nor the con- 
cept of the place of the bones of the ancestors. 

In the 1970's, archaeologists used the term 
"center" to avoid calling Maya cities either 
"city" or (vacant) "ceremonial center.” How- 
ever, "center" as a concept is too significant 
among Native American civilizations for the 
term to be used as an avoidance tactic. Mircea 
Eliade pointed out that these ritual places func- 
tioned among many civilizations as the Axis 
Mundi: 


To take in all the facts in a single broad view, 
one may say that the symbolism in question ex- 
presses itself in three connected and comple- 
mentary things: 

I. The "sacred mountain," where heaven and 
earth meet, stands at the centre of the world; 

2. Every temple or palace, and by extension, 
every sacred town and royal residence, is assimi- 
lated to a "sacred mountain," and this becomes a 
"centre"; 

3. The temple or sacred city, in turn, as the 
place through which the Axis Mundi passes, is 


held to be a point of junction between heaven, 
earth, and hell.” 


Paul Wheatley’s powerful and influential work 
on preindustrial urban forms recognizes the 
centripetal and centrifugal influences such 
centers can have when they are the sources of 
the sacred lineages and the ancient traditions 
around which population gathers: “It is the 


city which has been, and to a large extent still 
is, the style center in the traditional world, 
disseminating social, political, technical, reli- 
gious, and aesthetic values and functioning as 
an organizing principle, conditioning the man- 
ner and quality of life in the countryside."? 

Following in the tradition of emic views of 
preindustrial urban forms, Clifford Geertz, too, 
saw the widespread desire to establish order in 
a chaotic world. Writing about the negara, the 
theatre-state in nineteenth-century Bali, he 
referred to the "exemplary center": "This is 
the theory that the court-and-capital is at once 
the microcosm of the supernatural order—an 
image of .. . the universe on a smaller scale— 
...and the material embodiment of political 
order." ?? 

In the Maya realm, the Tzotzil-speakers of 
Zinacantan conceive a small mound in their 
ceremonial center to be the center of the uni- 
verse. They call it mishik balamil, or “navel of 
the world.” * The concept of the navel as a tran- 
sition point on the Axis Mundi survived among 
the twentieth-century Tzotzil as yoyal balu- 
mil, “immortal person,” literally, "axis of the 
earth,"*? a term which would have been related 
cognitively to the king of any ceremonial cen- 
ter and the stelae that portrayed him in a ver- 
tical format, as well as the palace he lived in 
and the pyramid that formed his tomb. The no- 
tion of "center" for the Maya was a nexus of sa- 
cred places, beings, and activities. It was the 
place one looked to for paradigms of order on 
all levels of existence—for traditional ways to 
order the agricultural year; for messages from 
the ancestors regarding appropriate behavior 
and skills; for the justification of the present by 
the order of the past; for interpretations of the 
cyclical orders of the planets, stars, sun, and 
moon; and for the model of one's role within 
the world of the sun as exemplified by the Hero 
Twins and the royal kings. 

A single term that explicitly states these 
ideas does not appear in Maya dictionaries. 
Maya Emblem Glyphs take the nature of the cit- 
ies for granted, and must refer to semi-mythical 
founding tales— Place of Bones, Split Sky, Place 
of the Bat, Bundle of Twigs. "City" is an appro- 
priate term for the hundreds of examples in the 
Maya region, qualified as follows. They are uni- 
cultural and unilingual, and their priorities are 
political-religious rather than economic. A 
core of royal and elite administrative and ritual 
specialists is surrounded by a culturally ho- 
mogeneous population organized in ranked, pa- 
trilineal, exogamous clans. There is evidence 
for considerable full- or part-time occupational 


specialization. Highly refined arts and sciences 
are centered around the explication of the rela- 
tion of dynastic royalty to a layered universe 
with a central axis and bound by the seasonal 
paths of the sun. A magic-cosmic worldview 
predominates, in which most objects, plants, 
and animals partake of an animating spirit and 
each is an index of an aspect of cosmic order. 
Mythic and ancestral models and relationships 
are the basis for self-community identity and 
also give norms for correct reciprocal behavior 
in the complex social hierarchy. Local trade 
was geared toward fulfillment of subsistence 
needs, while long-distance trade was in exotic 
materials and was probably related to status- 
enhancing or shamanic activities of the roy- 
alty.” To avoid confusion perhaps we should re- 
fer to Maya cities as "ceremonial cities," as 
does David Carrasco, to differentiate these cul- 
turally homogeneous ones from feudal estates, 
cities of native commerce, centers of political 
administration, and global managerial and en- 
trepreneurial cities.” 

Viewed from a global perspective, Meso- 
american societies share a magic-cosmic world- 
view with their town and ruler at the center of 
time and space and hierarchical social relation- 
ships based on mutually interdependent obliga- 
tions governed by contextual norms. These 
fundamental structural principles of Meso- 
american civilizations are found in many of the 
world's societies. Of course, Mesoamerican so- 
cities also developed distinctly from the rest of 
the world. Their particular versions of a calen- 
dar, of mathematics and astronomy, of crea- 
tion, of cultural heroes, of kingship, healing, 
ancestors, souls, language, customs, economy, 
and ritual make them unique. However, con- 
sidering some of the most fundamental cul- 
tural attitudes that Maya civilization shares 
with other preindustrial societies has helped 
me to be aware of some aspects of implicit cul- 
ture I might not have recognized otherwise. 
Two studies in particular have helped clarify 
my thinking and provide useful terminology 
that I will use throughout this study. 

It has been said that the Maya were obsessed 
with time. Really, I think, they found them- 
selves in an environment where the natural 
phenomena birth, growth, death, decay, rain, 
sun, animal life—were so extreme and hard to 
overcome that a longing for orderliness inspired 
them to fashion elaborate systems and expla- 
nations of order. The heavenly bodies and an- 
nual rains were some of the few predictable 
phenomena in this challenging but breathtak- 
ingly beautiful landscape. The actual struc- 


tures of the social hierarchy are unfortunately 
unknown, but the regularity of imagery in art, 
the regulation of many genres of speech, and 
the extreme categorization and indexing of 
time suggest that achieving an ideal order was 
a conscious goal. To us, these obsessions seem 
confining or alternatively intoxicating in the 
manner of mindless, blissful obedience. But 
probably to the Maya, 


... being in their place is what makes [things] 
sacred for if they were taken out of their place, 
even in thought, the entire order of the Universe 
would be destroyed. Sacred objects therefore 
contribute to the maintenance of order in the 
Universe by occupying the places allocated to 
them. Examined superficially and from the out- 
side, the refinements of ritual can appear point- 
less. They are explicable by a concern for what 
one might call ^micro-adjustment"—the con- 
cern to assign every single creature, object, or 
feature to a place within a class.” 


In many societies, the making and keeping of 
place is a unique and precious notion. Such so- 
cieties have been called "locative."? Persons 
living in cultures with fundamentally locative 
points of view consciously try to enact in their 
social, political, and physical surroundings 
those structures which reproduce the order of 
the cosmos as they perceive it. Many of those 
societies share the concept of the layered uni- 
verse and four-directional cosmology, beliefs 
in the influence of ancestors on the living, 
multiple souls, and permeable outer-ego 
boundaries.'? 

In a locative culture, the city is not primarily 
a range of possibilities and services for personal 
achievement, but is an urban ceremonial cen- 
ter, a landscape or theater for the replication by 
each individual of the cognized structure inher- 
ent in all creation. In a locative society, ex- 
change serves to reestablish and reinforce a 
sense of place in the hierarchy. It is extremely 
important that exchanges be equivalent in 
order to retain one’s position.'?! 

The terms "locative" and “utopian” are used 
by Jonathan Z. Smith, a historian of religions, 
to refer to a fundamental distinction in the way 
individuals, but mostly societies, see the rela- 
tionship between self and cosmos. Smith em- 
phasizes that in any society, or even in an indi- 
vidual, both points of view are usually present 
in varying degrees." 

Contrasting with the locative society is the 
“utopian” society, in which individual freedom 
is highly valued and a right to rebel against un- 
just authority is explicitly acknowledged. In 
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a utopian society, abstract standards of behav- 
ior for individuals and institutions are set up 
and enforced only when violation becomes ex- 
treme, and then through impersonal authority. 
The behavior of an adult is not necessarily a re- 
flection of the family because each individual 
may decide what standards to follow, within 
the limits of avoiding bodily, financial, or, less 
commonly, emotional harm to others. Creativ- 
ity is synonomous with challenging limits and 
creating new situations and possibilities. A 
working definition of contemporary art in a 
utopian society is that which explores the fron- 
tiers of representation, of reality, of the expres- 
sion of personal imagination, or of the limits of 
the media used. Utopian societies are charac- 
terized by the tendency to move away from 
centers of political and traditional. norms and 
an avid interest in frontiers and the periphery. 
Individuals long for a perfect place in which 
they will be free from aggravation, restriction, 
and responsibility. Money is an end unto itself, 
has a life of its own, and allows transcendence 
from a lowly situation of birth or an unappeal- 
ing place. 

Authors in other disciplines have also seen 
dual patterns of human "social character." In 
their classic study, The Lonely Crowd (1953], 
sociologists David Riesman, Nathan Glazer, 
and Reuel Denney proposed that the drives and 
satisfactions of the individual are conditioned 
by the society and culture. The authors had ob- 
served two fundamental kinds of conditioning 
patterns in society—what they termed "tradi- 
tion-directed" and “inner-directed.” 

The tradition-directed mode demands a large 
degree of conformity by the individual, dictated 
by power relations between various age and sex 
groups, castes, clans, professions, etc. The cul- 
ture controls behavior minutely and exercises 
intensive socialization in childhood. Ritual, re- 
ligion, and routine occupy the people, rather 
than finding solutions to age-old problems. The 
individual may be valuable and encouraged to 
develop capabilities and initiative. The individ- 
ual belongs to the system and is never surplus; 
anyone who transcends boundaries of accept- 
able behavior is channeled into liminal profes- 
sions such as shaman, or driven out. 

The inner-directed society is characterized 
by increased personal mobility, rapid accumu- 


lation of capital, constant expansion in produc- 
tion of goods and people, and exploration and 
colonization. The individual who can live with- 
out strict tradition-direction has greater choices 
and initiative. 

Riesman, Glazer, and Denney's tradition- 
directed character stresses hierarchical rank- 
ing, a sense of belonging to a system of order, 
and ritual repetition of archetypal models, and 
thus corresponds closely to J.Z. Smith's lo- 
cative point of view. Riesman's model of the 
inner-directed society obviously corresponds in 
many respects to Smith's utopian point of view. 
Both authors emphasize that both approaches 
to the world can coexist in a single society or 
even an individual. The ethnographic, ethno- 
historical, and Colonial data on the Maya pre- 
sented in this chapter indicate that Maya soci- 
ety was probably tradition-directed or locative 
to a very great degree. 

The Maya opted for community identity and 
complicated, burdensome, and prescribed so- 
cial interaction rather than individual liberty, 
and the sacrifice they had to make for integra- 
tion in the community was a great one. The 
elite, in particular, became the vital link be- 
tween human insecurity and the temperamen- 
tal forces of nature, and that link was created 
through their blood. The Maya did not consent 
to domination; they created a comforting, strict 
hierarchical regulation based on the way in 
which natural forces articulated with their 
daily lives. As Walter Morris put it, "Every act, 
even one as humble as sweeping, is given dig- 
nity and importance in the world described 
through myths. Today's daily chores— making 
a tortilla, cutting wood, weaving—are the same 
chores performed by heroes and gods at the be- 
ginning of time, acts that began the world and 
that keep it alive." !9 

The Maya ceremonial city was designed 
with generous quantities of representations of 
the cosmo-magical order. Drawn from the stuff 
of collective dreams, the imagery of public art 
transformed a dwelling and gathering place into 
a living theater where historical, mythical, and 
familial roles were played. Now that a general 
framework for the Maya city has been defined, 
the unique way in which the Skull and Jaguar 
kings of Yaxchilan designed their city can be 
explored. 


In the ceremonial city, carved surfaces make 
tangible a specific cultural reality, provoking 
strong psychological responses in the behold- 
ers. Within the spacious plazas, each grand 
vista is deliberately framed by solid masonry 
temples with richly textured facades. Free- 
standing stone sculptures, mostly stelae carved 
with standing figures but also large stone ani- 
mals, circular pedestals, and thrones, punctuate 
the vistas, drawing the eye along the definite 
axes of the city. When one stands among these 
ornamental surfaces, they penetrate into one's 
physical and psychological space, immersing 
one in a realm outside rational experience. On 
the entablature of one facade, Structure 20, 
swaying tendrils of Underworld vegetation em- 
anating from the heads of monsters surround 
symmetrically three staunchly frontal, elabo- 
rately costumed figures. At the corners of the 
building, the jutting features of the rain god's 
head integrate the actual space of the plaza into 
the Underworld scene. The careful considera- 
tion the Maya gave to the design of public space 
and its enrichment with sculpted forms reveals 
their concern for the aesthetic impact of their 
cities on the beholders. 

By "aesthetic" I mean more than the percep- 
tion of beauty. The definition used here com- 
bines ideas springing from Oriental and Occi- 
dental traditions. It proceeds from one given by 
Jacques Maquet—the aesthetic object as one 
"stimulating and sustaining in the beholder an 
attentive, non-discursive, and disinterested vi- 
sion."! By aesthetic, then, he refers to an ex- 
perience or perception which is not desirous, 
which jars the individual's analytical thoughts 
into stillness, which therefore exists in the 
present and does not seek cause-and-effect ex- 
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planations, and which creates in the beholder a 
temporary sense of union between self and ob- 
ject through perception of form. Adding the 
considerations of Robert Plant Armstrong to 
Maquet's definition, an aesthetic object stimu- 
lates a contemplative mental state in the be- 
holder because it evokes an ideal or an emo- 
tional state—either one which tends to be 
fundamental to a society or even to human 
consciousness, or one that is more particularly 
held among fewer persons who share certain 
circumstances of time, space, and history? The 
aesthetic experience is perceived by an individ- 
ual, but can be perceived similarly by another 
individual whose cultural conditioning is simi- 
lar, forming a bond of shared, nonverbal experi- 
ence of an ideal or an emotional truth that 
might be effectively manipulated, in the case of 
Maya public art, by the elite. The form of an 
aesthetic object can induce in the beholder a 
psychological response that may complement 
or reinforce a cognitive response to symbols and 
signs encoded in the object. In the case of Maya 
public art, aesthetics governs imagery based on 
public ritual display and therefore invokes ex- 
periences shared by community members. 

As we consider art within the Maya ceremo- 
nial city, it is important for us to understand 
what the Maya conception of the function and 
life of art objects must have been. In our own 
society, we consider Maya sculpture to be "art." 
It is pictorially stimulating, it has a canon of 
iconography which can be learned, we appreci- 
ate the calligraphy of glyphs and images, and it 
is desired, viewed, sold, and collected like other 
forms of art. However, there is no word for 
"art" in Mayan language. This is so in many 
locative societies. If one searches for words 
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View from Stela 1 
(Bird Jaguar's marker 
for 9.16.10.0.0) past 
Stela 2 (from the 
reign of an earlier 
king, dated 
9.9.0.0.0—two hun- 
dred years earlier] up 
to Structure 33. 
Photo © 1991 by Lee 
Clockman. 


translating as "art" in Yucatec Maya, one finds 
its'atil, meaning art or science, skill, ability, 
knowledge. The root its' refers to art not as a 
category of objects made to be looked at, but as 
a skill, often a magical one, as shown in the re- 
lated word ah its', sorcerer? A similar word, 
miats, means wisdom, philosophy, science, art, 
and culture. Neither are there words that con- 
note “design” as an endeavor or “aesthetic” as a 
value judgment. Although the Maya produced 
thousands of carved monuments, painted vases, 
frescoes, skillfully crafted ritual objects and 
adornments, "art" was not a separate concep- 
tual category in Maya civilization. Instead, 
what we would call "art," such as sculpture and 
vase painting, was, by the Maya's definition, the 
practice of skillfully encoding or infusing local 
wisdom and culture into visible form. 

This concept is similar to the “work of af- 
fecting presence” discussed by Armstrong in 
his work on the Yoruba of Africa. Unlike many 
“works of art" in Western societies, which are 
often considered great because of their unique- 
ness, their virtuosity of expression or tech- 
nique, the completeness of the internal system 
of relationships which they possess, many ob- 
jects made in African societies are great because 
the maker effectively instilled extra-human 
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forces into traditional forms and materials. 
Such works of art have a spirit or presence that, 
like a human's, needs to be invoked, cared for, 
fed, and perhaps clothed, in order to be charged 
with power. The object made to be invoked as 
power generally expresses community rather 
than individual ideals and is intended to attract 
the powers of the supernatural rather than ap- 
peal to the particular psychological state felt by 
the artist and perhaps empathized with by the 
viewer.* 

It is not entirely clear whether the Maya, in 
creating aesthetic objects, infused spiritual 
power into them as do the Yoruba. Certainly 
the idea that the skillful creation and the use of 
some objects is a spiritual process exists today 
in connection with the most common of Maya 
art forms—the design of clothing. The task of 
creation of garments is a duty of Maya women 
today, as it was of Nahuatl women before the 
encounter between Europeans and Mesoameri- 
cans in the sixteenth century, and is not merely 
a chore but the fulfillment of a social role 
whereby the woman manifests the sacred in a 
garment that will enshrine the body of her fam- 
ily member. The designs decorating garments 
are decided by the community to express their 
particular relationship with the universe; then 
each weaver includes specific elements that in- 
corporate her family and herself into the cos- 
mic web. Walter Morris describes how the 
design of the huipil incorporates sanctifying 
designs of pine branches around the hole where 
the wearer's neck emerges, just as pine boughs 
surround a sacred altar. The design then radi- 
ates from this sacred individual human center, 
to incorporate the sun in its daily motion from 
east to west across the fields, and other super- 
natural forces, in a formalized relationship. 
Local wisdom, science, and philosophy are 
skillfully given form in an object that defines 
the sacred and is used by a person as a spiritual 
definition of self. 

The description Diego de Landa left of the 
making of idols in sixteenth-century Yucatan 
during the month of Mol suggests that spiritual 
power was infused into public art as well. Ac- 
cording to his report, during that twenty-day 
month, those persons who felt they needed 
new "images of wood, which they called the 
gods," consulted the priest, then asked artisans 
to participate. Acknowledgment that the pro- 
cess demanded the handling of powerful spiri- 
tual forces, which easily could be misdirected 
with dire results, apparently discouraged the 
artisans from accepting a role in the creation of 
new images of wood; they gave as their reasons 


that they feared that they or their families 
would suffer heart attacks or strokes. (This de- 
murral, of course, is part of the tradition for ac- 
cepting responsibility inherent in formalized 
Maya speech.) Some finally did accept and they, 
the four elder, revered men who had devoted 
their lives to community service and thus 
gained considerable ritual heat (the Chacs), and 
the priest began to fast in preparation for the ar- 
tistic process. The person desiring the wooden 
sculptures arranged for a supply of cedar wood. 


A hut was constructed for the making of the . 


idols, and the wood and an urn for sanctified 
storage were placed within. Shut away within 
the hut, their needs provided for by their fami- 
lies, the participants invoked the holiness of 
the four directions with incense and drew blood 
from their bodies at various times, anointing 
with it the statues they carved. Thus the activ- 
ity was performed outside the normal space of 
social interaction in a specially sanctified en- 
closure, linked to the cosmos but not to the 
community. In the succeeding twenty-day 
month, after the wooden images were made, 
their power was brought into the realm of the 
community when they were placed in an en- 
closure of branches prepared for them within 
the public courtyard.5 The extralocal power in- 
voked by the artisans and priest was thereby in- 
vested in the social life of the community. This 
process seems to describe the making of objects 
intended to be infused with supernatural en- 
ergy, much like the processes described by 
Armstrong. Landa's report does not explicitly 
state whether those same idols were the ones 
which were carried in procession to the four 
corners of the town in New Year ceremonies. It 
is possible that these ritual observances were 
performed only during the making of works of 
aesthetic power for family use rather than dur- 
ing the crafting of public art. The cosmological 
themes of public art, however, suggest that its 
manufacture involved similar spiritual activi- 
ties, and that public art as well was conceived 
as work involving the aesthetic principle of in- 
vocation, to use Armstrong's term. 

We know that the Maya feed, dress, burn in- 
cense to, sacrifice blood to, and carry in ritual 
processions certain objects. These kinds of ac- 
tivities are described by Landa in his commen- 
taries on ceremonies accompanying the dedica- 
tion of "the image or clay figure of the demon" 
at the beginning of each year and are portrayed 
in the New Year tables of the Dresden Codex. 
So something similar to Armstrong’s category 
of "the work of the aesthetic of invocation" 
existed among the Maya, and was applied to 


sculpted ceramic figures and probably stelae. 

The remainder of this chapter includes a con- 
sideration of several aspects of Maya public art. 
As a tool of the elite, what was its potential for 
emotionally affecting even an illiterate viewer, 
inspiring the kinds of behavior most beneficial 
to the art patrons? What other forms of creative 
and expressive behavior complemented public 
art in Maya society, and what did that mean 
for the role of monumental art in the society? 
What can be intuited about the ideals of the so- 
ciety from the aesthetic choices made in the 
design of public art? Finally, an analysis of au- 
thorship in the hieroglyphs and sculptures is 
presented. This study, which really is indepen- 
dent from issues of aesthetics, is included here 
because it gives evidence for the ways in which 
artists worked at Late Classic Yaxchilan and 
contributes both to our knowledge of the modes 
of creative thought among the Maya and to 
the historical reconstruction of the design of 
the city. 


The Aesthetic Power of Public Art 


Why would a Maya ruler or a Maya community 
wish the city to have an affecting, aesthetic 
configuration? From the political point of view, 
idealistic public art generated obedience and 
loyalty to the dynastic ruler. It also stood as a 
petition to the gods for the success of the reign 
and for the community's needs. Magnificent 
public art and architecture was considered tan- 
gible proof of the king's greatness, and it gave 
pride to the rulers and the community that 
made it. From the point of view of the individ- 
ual, public art served as an education in history, 
philosophy, astronomy, and comportment. It il- 
lustrated much of what was considered com- 
mon knowledge and common sense. It also pro- 
moted emotional security by providing shared 
experiences in several modes of consciousness. 
In a locative society, this psychological cohe- 
sion is the preferred state. 

Perhaps an aesthetic consideration of Yax- 
chilan's public art will demonstrate how it al- 
lows shared experiences that unify thought at a 
fundamental level. Figure 5 shows a composi- 
tion of forms in a vista which includes two 
stelae, the Grand Stairway, and the roofcomb of 
Structure 33. This is a view one would have 
seen if one had entered the city from the river 
by climbing the monumental stairway that 
once stood behind Structure 6, then crossed in 
front of Structure 7 to stand in the Main Plaza. 
For our purposes, try to ignore the trees, which 
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add considerably to the impact of the photo- 
graph, for it is unlikely that so many trees were 
there in ancient times. | 

I have gazed at this scene many times, and 
usually I have a similar experience, which al- 
ters somewhat according to the position and 
strength of the sun. The vista is established by 
the two strong verticals which occupy the right 
and left (Stela 1 at right; Stela 2 plus the stair- 
way to Structure 33 at left). From the stela in 
the right foreground, where a warrior-king gazes 
downward at the viewer, one’s gaze descends 
the stela platform and wanders slowly across 
the plaza floor, stopped briefly by each of the 
altars and the throne which was set in front of 
the bottom of the stairway. Ascending the stair- 
way, the eye rests on two small stelae; then the 
head pivots on the cervical vertebrae as the 
sight seeks the interlaced forms of the roof- 
comb silhouetted against the sky. At this point 
I usually release my breath in exclamation. 
Still gazing at the uppermost temple, I am 
aware of the diagonal forms that directed my 
vision—the elongated bodies of jaguar and 
caiman flanking the stela platform, and the two 
temples set diagonally just below Structure 33 
to the left. I am also aware of the rhythms set 
up by the repetitive facades of the buildings 
which are on the periphery of the field of vi- 
sion. Dark shapes of doorways in clusters of 
threes pierce the brightness of the daytime 
scene. The great depth of space that is encom- 
passed by the vista is curved upward at the 
edges. The smaller temples between the stela 
and Structure 33 are set back from each other 
on terraces that rise up the hill from the Main 
Plaza. The entire vista suggests a circular move- 
ment that descends the stela, sinks along the 
plaza floor, rises up the stairway, and travels 
across the sky to the top of the stela. It creates a 
sensation of repetitive, circular motion through 
levels of space and past various rhythmic mark- 
ers. It seems to me that what is moving is time- 
space. Then the spell is broken as I think about 
Bird Jaguar and how he set up Stela 1 and incor- 
porated the early Stela 27 and Stelae 2 and 28 as 
references to rulers who lived three hundred 


© and two hundred years before him. 


Confining my view to Stela 1 also gives me a 
moment of pause. Elevated on its platform, it 
towers above me. Human figures appear frozen 
on the stone, but they are well above my head. 
The face of the king is inclined to look down in 
my direction, but instead of being drawn close 
to him, I am distanced by his impersonal gaze. 
The monster below his feet elevates him out of 
my realm and makes the warrior seem to hover 


between the low space of the courtyard, where I 
am, and the top of the cylinder of heaven that is 
contained in this defined space. I experience a 
moment in which the stela shaft becomes a 
conduit of vertical energies. 

The ineffable, awesome experiences that one 
has at most Maya sites today are one of the at- 
tractions of visiting them. Certainly the allure 
of the decaying buildings amid dramatic, lux- 
uriant foliage touches many visitors today. Pro- 
vocative enigmas—What would it have looked 
like 1,200 years ago? Did the Maya know some- 
thing I can never imagine? —challenge the imag- 
ination. But the sites themselves, especially 
the great sites, Palenque, Copan, Tikal, and Yax- 
chilan, provide intense experiences for many 
visitors that are usually referred to as “magi- 
cal” or “spiritual.” Nearly everyone, from card- 
carrying mystics to skeptical engineers dragged 
to the ruins by their families, reports this 
experience at Palenque. These types of experi- 
ences—my apprehension of the circular mo- 
tion of time in the Main Plaza, my perception 
of the king floating in the plaza in the center of 
this time-space as if he were an impersonally 
concerned servant destined to unite heaven and 
earth through the feathers tickling the space 
where his ancestors perch and the soles of his 
feet as they ride the Sun Monster, to the experi- 
ences which people spend hours trying to de- 
scribe in the bar at Hotel La Canada—occur in 
an intuitive mode of consciousness that all hu- 
mans experience. A humorous passage from 
Jacques Maquet’s The Aesthetic Experience: 
An Anthropologist Looks at Art summarizes 
his explanation of the differing modes of per- 
ception and the impact of aesthetic objects. 


Looking at the striking shape of a sports car, I 
find it beautiful; for a few seconds, visually over- 
whelmed, I am fully in the contemplative mode. 
Then I become aware of how that vision affects 
me: in fact, I am envious of the owner of the car, 
and envy belongs to the affective mode. A few 
seconds later, I wonder why this form is so ar- 
resting, and I begin to analyze it in the cognitive 
mode. Finally, the idea that perhaps I could af- 
ford such a car flashes into my mind; in the ac- 
tive mode, I begin to make some practical plans 
to find out first what is the price of the car, and 
what would be the trade-in value of my present 
car. This is a sequence of modes of conscious- 
ness following one another very rapidly, but at 
each moment, one mode is deminant.’ 


This passage demonstrates several modes of 
thought, including the nondiscursive, selfless 
mode in which the aesthetic experience occurs. 


In our society, aesthetic objects, sounds, writ- 
ing, nature, and certain events can be contem- 
plated, but such a multiplicity of experiences 
are available that we do not share many specific, 
acknowledged contemplative experiences. In 
traditional societies, participation in ritual 
(public symbolic behavior), the creation, dedi- 
cation, and use of art, and other widely shared 
activities provide common experiences in the 
active, analytical, and contemplative modes. 
These shared experiences develop among mem- 
bers of a community a common cognitive map 
of reality. This reality is represented in public 
art and other aesthetic loci, and the act of rep- 
resenting them creates the power anew for each 
artist and each beholder. 

Perhaps one of the most important aesthetic 
loci was time. Like the many bodily pulses per- 
ceived by a Maya daykeeper or healer, time was 
the complex heartbeat of Maya life. It enriched 
the present by telescoping past events into the 
moment. Ceremonies were not dedicated to 
time, but the knowledge of the qualities of the 
days and the motions of the sun and planets 
was like a connoisseurship of art. Treatment of 
time in the inscriptions often is done with the 
utmost elaboration and skill. The faces of the 
days dominated fate and influenced behavior, 
and cyclical time partially defined the self by 
telescoping many other identities on the indi- 
vidual during rituals.5 

With its aesthetically designed sculptural, 
ritual, and temporal environments, the cere- 
monial city formed the matrix for the self in 
Maya societies. The ideal articulation of the 
king and the cyclic sun in local space provided 
a framework for social behavior. On each stela, 
the paradigm of respect and sacrifice toward 
the supernatural was reiterated in the tripartite 
composition showing ancestors above, the sac- 
rificing king in the middle, and the sun and 
Underworld below. The structure of social rela- 
tionships between the king and his ancestors, 
his wife, his subordinates, members of other 
elite lineages, and his captives was made evi- 
dent in images and hieroglyphs. The most im- 
portant community rituals in which the king 
was chief instrument were displayed, and the 
basic framework of the Long Count, Calendar 
Round, Lunar Count, 819-day count, and other 
calendric cycles was documented. While in the 
ceremonial center, the beholders were made 
aware of local history and of systems of knowl- 
edge that linked them to the larger world of 
Mayan speakers. 

Aesthetic expectations and performances 
were concentrated in most aspects of the mak- 


ing of a ceremonial city. Members of the com- 
munity were directly involved in the experi- 
ence of making and/or sanctifying the art and 
architecture. Of course local artists worked on 
sculpture and architecture. They also surveyed, 
did astronomical calculations, and quarried 
stone, all of which activities were likely per- 
formed with great refinement of ritual. Recent 
epigraphic studies have shown that "temple- 
dedication" ceremonies— perhaps similar to the 
rituals described by Landa for the investiture of 
wood sculptures—were so important that they 
were recorded in the hieroglyphs. Many such 
ceremonies are recorded at Yaxchilan? The 
buildings and stelae were probably not con- 
sidered infused with power until the dedica- 
tion ceremonies, which involved autosacri- 
ficial rites, probably the depositing of caches of 
objects of invocation such as eccentric flints 
and carved jades, and subfloor human burials. 

An important ritual such as a Period Ending 
ceremony, when the stelae and some temples 
were dedicated, demanded the performance of 
many aesthetic acts beyond the mere erection 
of the stone monuments. Ritual sweeping, pil- 
ing up of stones, processions with images of 
supernaturals, the acquisition and display of 
ornaments of jade and other imported materi- 


33 


Public Art: 
Aesthetics 
and Artists 


View from the Main 
Plaza to Structure 
33, including (from 
right) Stela 1, Stela 2 
(at bottom of stair- 
way], and Structure 
33 roofcomb, seen 
through the trees. 
Photo © 1991 by Lee 
Clockman. 
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als acquired through long-distance trade, sacri- 
ficial acts, the creation of sacred enclosures or 
platforms, gathering and attaching leaves and 
flowers to the sacred constructions, ritual im- 
bibing of intoxicating beverages, repetition of 
prayers and invocations, incense burning, and 
many other activities were charged with aes- 
thetic expectations. 

In daily life, each person shared with others 
in the community a sacred place, known an- 
cestors, and participation in ritual activities; 
had a place in the local hierarchy; heard similar 
myths and histories; and was strictly governed 
by the calendric and astronomic cycles. Com- 
munity members told and were guided by clair- 
voyant dreams. Further along on a spectrum of 
shared experiences stretching from the physi- 
cal to the spiritual realms, many shared the ac- 
tual experience of autosacrificial bloodletting. 

Public art probably was recognized as a 
means to provide direct perception of super- 
natural power and thus to inspire belief in the 
elite's vision of society. The aesthetically pow- 
erful designs the rulers commissioned became 
the "spiritual food" for which the sixteenth- 
century Chols begged the Spanish priests— 
a sense of belonging through shared ideas of 
time, history, political efficacy, and commu- 
nity solidarity. 

The power of the arts to evoke emotion and 
to be used in the service of a religion or state is 
commonly acknowledged in many other civili- 
zations. "Both Plato and Confucius thought of 
music as a means of producing the right kinds 
of emotion, attitude, and character, hence as a 
means of strengthening the state." ° Both phi- 
losophers strove to create a middle path of mod- 
eration in times troubled by wars and threats to 
the established order of society. In such times, 
they praised art which depicted ideal types of 
characters such as gods, wise rulers, loyal sub- 
jects, and military heroes, and which glorified 


the ideal conception of the state." We know 


that Maya society suffered wars, coups, and 
friction within the community and between 
communities, and it is clear that the extreme 
conservatism in subject matter and form in 
Maya art over nine hundred years was partially 
an attempt to preserve social control and the 
continuity of a way of life for the elite. By react- 
ing intuitively to Maya art we are not neces- 


sarily accepting its message, or contending that 


these ideals were embraced wholly by each 
member of the society, but simply trying to de- 
termine what ideals were considered essential 
by the elite in the governing of society. 


The Aesthetic Character of Maya Art 


Discussions of aesthetic qualities and inten- 
tions in art are usually the work of philoso- 
phers viewing the artistic creations of their 
own societies. Unfortunately, such documents 
do not survive for the Maya. In the literature of 
the Aztecs, heirs of the Mesoamerican concep- 
tions of art and cosmos, survives a description 
of a gathering of poets around the year 1490 in 
the home of a prince, Tecayehuatzin. The topic 
of conversation and reflection among the poets 
was initiated by the host, who expressed his 
"desire to know the real meaning of flower- 
and-song, poetry, art, and symbolism." The 
wise poets each responded differently, calling 
the arts gifts of the gods, the tangible survivals 
of the individual human life, the means of dis- 
covering divinity, an activity that made the 
heart glad. The prince retained his belief that 
poetry and arts were "the only way in which to 
say true words on earth," and a medium of com- 
munication among persons of true hearts.” To 
ancient Mesoamericans, as to ancient Greeks, 
the arts were a means for expressing fundamen- 
tal truths and for approaching the sacred. In 
Maya cities, which tended to be unicultural, 
very conservative, with a magic-cosmic world- 
view, where oral tradition was highly devel- 
oped and specific in the uses of its genres, and 
which had complex kinship and social hierar- 
chies with attendant rules for social behavior, 
public art bore the burdens of manifesting tra- 
ditional wisdom and ideals and of being the 
vessel for the sacred during public ceremonies. 

Once one has some knowledge of the nature 
of the relationship between self, community, 
and cosmos among the Maya, a few of their aes- 
thetic aims become apparent. The following is 
a very preliminary consideration of the aes- 
thetic qualities of Maya art based on the func- 
tions and conceptions of art in Maya society. It 
concentrates on a few monuments and at times 
draws in objects from other places for com- 
parative purposes. 

Maya public art was created primarily in low 
relief, focusing on the use of line to create flat, 
complicated, interpenetrating forms. While 
works of art were large in scale, the illusion of 
three-dimensional space was strictly avoided. 
Sculptures and buildings usually were brightly 
painted, in non-naturalistic colors. These and 
other design choices formed solutions to the 
aesthetic problems of expressing the sacred in 
material form and conveying it to the beholder. 
Working in low relief was a response to both 


the materials available and the kinds of mes- 
sages that needed to be conveyed. It is interest- 
ing to note the period in which low relief took 
prominence over three-dimensional sculpture 
in Mesoamerica. Between 1200 and 900 B.C. it 
appears that art objects, especially those made 
in societies influenced by the Olmec, were pre- 
dominantly three-dimensional in form. Around 
goo to 400 B.C., in the later Olmec era, incis- 
ing began to appear on otherwise three-dimen- 
sional objects, complementing the three-dimen- 
sional forms with information about cosmic 
supernaturals, as on the Las Limas Figure, now 
in the Museum of Anthropology of Xalapa. 
Many symbols incised on Olmec objects were 
adopted by Maya and other hieroglyphic writ- 
ing systems and on Maya stelae. The Preclassic 
Maya (300 B.C. to A.D. 250) made pottery and 
architectural sculpture that were more three- 
dimensional in concept than art made during 
the Classic Period (A.D. 250— 1000], when ritual 
scenes and dynastic documentation found more 
precise expression in linear low relief and lin- 
ear painting. The soft limestones and tuffs of 
Maya sculpture were more conducive to such 
narratives than the basalts of the Olmec. Both 
the Olmec and the Maya worked jade, but again, 
Maya jades tend to be low relief on flat forms 
while Olmec jades are often more three-dimen- 
sional objects with incised symbols. The shift 
toward low relief seems to have coincided with 
a shift toward dynastic inheritance as being 
more important than magical abilities as a cri- 
terion for rulership, and toward the narrative of 
cyclical time in hieroglyphic writing. 

The figures in Maya art are composed not as 
they would be seen in space from the eye level 
of the viewer, but as they are known to be—in 
an ontological perspective—using a combina- 
tion of profile and frontal view, with some or- 
naments shown in top view as well. The tripar- 
tite compositions show a cross-section of the 
cosmos—a king contiguous with both Under- 
world and celestial realms. Separation of cos- 
mic areas was achieved by bands, groundlines, 
and cartouches. Placing a figure in a cartouche 
suggests that it is not native to the cosmic 
space created for the rest of the composition. 
For example, the images of the ruler's mother 
and father are placed in cartouches when they 
appear in the celestial register of a stela. They 
are in the sky now, but they were once on earth, 
unlike the Skyband Monster, who, as a native 
of a nonterrestrial cosmic realm, needs no car- 
touche. The primary figures, who were con- 
temporary kings, do not exist in any kind of 


real space, but surrounded by the smallest pos- 
sible amount of background area. The intru- 
sion of glyphs into the composition minimizes 
free area around the figure. The actual back- 
ground for the figure is the ceremonial center 
itself, just above the eye of the beholder, cohab- 
iting the beholder's space. This is no human- 
centered reality, but one created to revolve 
around king and cosmos. 

The low relief on monuments at Yaxchilan, 
which can be dated between A.D. 454 and 808, 
was a cultural choice. It allowed a permanent 
commemoration of lineage details and of ritu- 
als within the living ritual arena. On a stela, 
the shallowness of the present, portrayed as 
a precisely articulated figure in low relief, is 
seen against the actual space of the ceremonial 
center with its assemblages of historical mark- 
ers like layers in the great depth of cosmic 
space-time. 

Many monuments at Yaxchilan are carved 
with very similar scenes. The southeast half of 
the Main Plaza contained no less than seven 
monuments depicting various rulers in a simi- 
lar pose and costume engaged in autosacrificial 
bloodletting. The monuments concerned four 
different rulers over a three-hundred-year span. 
Repetition and redundancy are characteristic 


35 


Public Art: 
Aesthetics 
and Artists 


6. 


Lintel 15. Photo © 
1985 by Justin Kerr. 
(A drawing of this 
lintel is included in 
Figure 93.) 
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Stela 6, temple side. 
Author drawing. 


of contemporary Maya ritual activity. Among 
the modern Chamulas, the ritual setting needs 
metaphoric heat. Oral or visual symbols used 
in ritual and the forms of discourse used for rit- 
ual language have increased heat, expressed in 
multivocality and redundancy of the message." 
Repetition of song, chant, the use of a ritual ob- 
ject, or the performance of an activity increases 
the amount of “heat.” The repetition of images 
on Yaxchilan stelae demonstrated large patterns 
of dynastic and ritual immutability and proba- 
bly created a “heated” arena. 


S REA, EA A 


Repetition is used as a compositional device 
in the sculpture. For example, repetition of 
shapes is seen in the double outline of hands and 
legs on Stela 6 (see Figure 7). Subtler rhythms 
are expressed by the bands on the legs, the 
groups of feathers, and the curve of the snout of 
the headdress which finds its echo in the down- 
ward-curving flow of blood from the ruler's 
hands. Rhythm and repetition are strong forces 
in architecture as well. At Yaxchilan, almost all 
facades have three front entranceways, gener- 
ally spaced evenly within the central 50 percent 
of the front wall. The heights of the buildings 
are staggered so that from a single viewpoint in 
the Main Plaza one sees several groups of three 
dark rectangular entranceways zigzagging up a 
hill. Decoration on the friezes also sets up in- 
terlocking rhythms in relation to the door- 
ways. For example, on the facade of Structure 
33, three niches containing seated figures alter- 
nate with four sets of two armatures for stucco 
sculpture. The three niches are further apart 
than are the three entranceways, creating a 
counterpoint of two rhythms. 

A great variety of shapes are incorporated 
into the complex rhythms of the designs. The 
shapes in the reliefs flow, hang, arch, poke, 
pose, and are knotted. For example, on Stela 6, 
the use of line creates flat shapes that express 
the flowing forms of the strips of cloth overlap- 
ping the king's hips, the hard regularity of the 
circular jade beads forming a collar around his 
neck, the stiff tension of the feathers and the 
bulbous forms of the forehead of the monster 
in his headdress, and the woven fiber of the bas- 
ket. The figure is thick around the middle; it 
has many projections from the head and an ad- 
ditional appendage in front. Although the array 
of detailed shapes is confusing to our eye, in 
fact, they are carefully articulated and usually 
literally representational. The classification of 
things by shape is embedded in some Mayan 
languages, such as Tzeltal, through the ob- 
ligatory reference to numbers of things using 
numerical classifiers that often correspond to 
shape.'^ The variety of textures, shapes, and di- 
rections were all intimately observed in the 
structure of Maya art and apparently in lan- 
guage as well. 

The composition and placement of monu- 
ments at Yaxchilan suggest that the sun was a 
crucial organizing principle in the Classic Pe- 
riod, as it is today in Maya societies. Several 
stelae at Yaxchilan (1, 4, 5, 6, 7, IO, II, 18, 19, 
20} are oriented so that their narrative is "read" 
by the sun each day. On the eastern-facing side 
appears the record of a ritual capture prior to 


and related to a Period Ending. On the western 
side is a tripartite composition that describes 
events that happened after the capture. On both 
sides, the ruler's figure usually is turned so that 
his own right hand is toward the eastern, ris- 
ing sun, the ideal position for maximum ritual 
heat. The directionality of the sun—in which 
east and rising aspects possess the greatest po- 
tential energy—is perhaps the most important 
organizing principle in traditional Maya culture 
today. Among the Chamula, “the sun deity’s 
first ascent into the sky . . . providels] the cate- 
gories of the credible, the good, and the desir- 
able, as well as the negative categories" [of 
normative thought].'^ 

In reconstructing the original positions of 
the lintels at Yaxchilan, I noticed that the ruler 
always faces out of the building, and as every 
structure with figures carved on the lintels 
faces somewhere in the northeast quadrant of 
the horizon, the king always faces the north- 
east, the east being on his proper right side. 
The primacy of the right hand exists in Maya 
thought today. In the Tzotzil language, the ad- 
jective batz'i means "right" and, by extension, 
"true," "actual" and "the most representa- 
tive." During ceremonies, ritual cargoholders, 
who "themselves possess an aspect of deity in 
that they share with the sun and the saints [the 
sun's kinsmen} the responsibility and the bur- 
den of maintaining the social order . . . meta- 
phorically follow the sun's pattern of motion 
by moving to their own right through any rit- 
ual space in front of them." 1$ 

The sun's goodness and “heat” increase as it 
rises. The upward direction is therefore more 
desirable and better than the downward." Up- 
per and lower are clearly delineated on the Yax- 
chilan stelae mentioned above. For example, 
the king occupies the central register. A hori- 
zontal band of repeated supernatural heads and 
symbols separates the king from the smaller 
images on top. The latter are his ancestors, 
ideologically the source of goodness and wis- 
dom. The lower half of the ruler is much less 
decorated than the upper half and particularly 
the head, which among the Chamula is the 
source of the heat and power of the images of 
the saints.'? Above the ruler's head, the compo- 


sition is most complex, being densely packed 


with important astronomical symbols and the 
finely detailed textiles and regalia of the an- 
cestors. The proportion of the figure relative to 
the pictorial field offers some insights. When 
the proportions of the completely outfitted fig- 
ure are analyzed, the headdress (including the 
head) often occupies one-third of the total space 


of the figure. The head itself is about one-ninth 
of the figure. Clearly the headdress, the upper- 
most part of the figure and the most ritually 
“hot,” and the other decorated third, the torso, 
carry the most information. 

The position of the sculpture in public space 
was usually elevated above the viewer, some- 
times so far that it could not easily be seen. 
The decisions to use the lintels of the build- 
ings, above the heads of the king or commoner, 
as a proper place for ritual imagery and to ele- 
vate the stelae on platforms may have been 
made deliberately to show the degree of "heat" 
of the royalty portrayed or of the ceremonies 
being performed. 

Sufficient naturalism exists in Late Classic 
Maya sculpture so that the physical presence 
and vitality of the subjects in the ceremonial 
city is strongly suggested. The figures are of 
naturalistic proportion, certainly more so than 
any other Classic or Postclassic Mesoamerican 
figures. Forms, such as drapery and the figures 
themselves, respond to a strong gravity that ap- 
pears to weight them. Compositional balance 
at Yaxchilan seems to have been achieved by 
the sheer sturdiness of the massive thighs 
which support the sprays of feathers, heavy or- 
naments, and monster heads the kings wear. 
The kings are as firmly rooted in the sacred 
space as the massive trees at the four corners of 
the Maya world. Diagonal gestures and flowing 
shapes do little to upset the balance of the erect 
king, but do surround him with a sense of vital- 
ity. The absence of perfect symmetry and per- 
fect repetition, in the shapes of the stone monu- 
ments as well as in pictorial design, evokes a 
sense of dynamic process, making the forms 
seem more vital. 

But naturalism does not seem to have been 
the overarching concern in design. The colors 
used to paint the monuments could have con- 
tributed to their degree of naturalism, but they 
were not used toward this end. Color was used 
in saturated hue and covered large portions of 
the low relief. It did not serve to aid in the dif- 
ferentiation of small forms from one another. It 
appears to have been used for its symbolic value, 
although successive layers of paint found on 
some Maya objects (some that I have observed 
closely are the painted Wall Panel at the Dallas 
Museum of Art and the stuccoes of House A at 
Palenque] clearly indicate that objects were al- 
ternately painted different colors. The deep 
reds, pinks, golden yellows, and blue-greens 
seen on the lintels of Structure 33 and the mu- 
rals of Structure 40 suggest the splendor of the 
macaws and other birds that inhabited the area 


37 


Public Art: 
Aesthetics 
and Artists 


38 


Maya by Design 


until recently. In the Popol Vuh, the super- 


natural 7 Macaw is an important character in 
the narrative of a previous creation. He ex- 
ploited his brilliant hues to claim falsely that 
he was the sun. While bright greens and reds 
were actually seen in ritual costume, the ele- 
ments of costume were not always painted the 
colors we know them to have been. Thus, re- 
turning to the sun as the fundamental organiz- 
ing principle in design and society, it might be 
suggested that the saturated colors on Maya 
monuments were intended to evoke the sun’s 
splendor, flight, and brilliance. 

From the earliest inscriptions onward, Meso- 
american artists have always contrasted the 
regular shapes of hieroglyphic texts with the 
dynamism of figures. Part of this must be due 
to the demands of preserving a reading order for 
the glyphs. Having opted for linearity in text 
areas, the artists then did their best to break up 
space, to create direction through emphasis on 
certain words and images, and to tightly en- 
close the figures. On Stela 6, figure and text 
touch at four points, creating a tension be- 
tween the figure and its hieroglyphic frame. 
Their interaction is one in which each swells 
to its maximum, a potent figure touching a 
charged text in mutual interconnectedness and 
acknowledgment of boundaries. In general, the 
composition of elaborate figures closely sur- 
rounded by chains of hieroglyphs suggests a 
powerful being connected to a web of specific, 
ritually charged information. 

If we trust our responses to Maya visual 
form, as they are informed by a concept of the 
Maya "period eye” or, better, “cultural eye,” I 
think we can identify some of the aesthetic and 
ethical qualities the ancient Maya valued in art 
and in their lives. They saw beauty in the clear 
articulation of form, the creation of elegant 
curves, the variety of direction and texture of 
line, the evocation of shape through line, the 
repetition of rhythmic forms, the penetration 
of all background by shapes, and brilliant color. 
Goodness and the proper mode of behavior for 
rulers and probably commoners were conceived 
as tied to the motions, mutability, heat, energy, 
repetitions, and rhythms of the sun. The pivots 
around which the sun’s motions and the cere- 
monial center revolved were the upright figures 
of kings, of stelae, metaphorically of cosmic 
trees. 

The creation of monumental sculpture and 
its inauguration into the life of the ceremonial 
city must have been realized through the har- 
nessing of considerable ritual heat or spiritual 
power. The scribes and artists who produced 


monumental sculpture were persons of re- 
nowned skill and the wisdom of the ancients. 
While the works of ritual power they created 
were based on the most conservative knowl- 
edge, techniques, and tradition, they were also 
individuals with strong personalities, each con- 
tributing special skills to find the best solution 
to the problem of design. 


Scribes, Artists, and Workshops 


The identities of any of the artists and scribes 
who created the thousands of Maya objects 
which remain have been thought, until re- 
cently, to be hopelessly lost. Although qualita- 
tive differences have been seen in sculptures, 
even at a single site, there have been several bar- 
riers to determining the authorship of a monu- 
ment. First, the strict iconographical canons of 
public sculpture seemed to subjugate the per- 
sonality revealed by the hands of the designers, 
drafters, and sculptors to the message that the 
monument was intended to convey. Second, 
formal boundaries in the art were sufficiently 
unfamiliar to make it difficult to distinguish 
innovative or expressive passages. Third, it was 
assumed that a single artist made each sculp- 
ture. Also, at most sites, monuments were 
erected only once or twice in a ten-year period, 
making it difficult to trace the work of a single 
individual over several monuments. Finally, 
even if tentative attributions could be made, 
there were no documents which would ver- 
ify them. 

The sixty carved lintels, five hieroglyphic 
stairways, and thirty-four stelae of Yaxchilan 
form one of the few corpuses of monuments 
ample enough for an investigation into the 
handsof artists. Furthermore, many dated mon- 
uments were erected in the Late Classic Period. 
In Shield Jaguar's reign of sixty-one years, he 
patronized at least five stelae, eight carved lin- 
tels, and six hieroglyphic steps. His succes- 
sor, Bird Jaguar IV, commissioned at least four 
stelae, twenty-two carved lintels, and three 
steps within a period of only twenty years. 
Early in my studies on Yaxchilan, I attempted 
to attribute monuments to the hands of artists 
based on the figural portion of the sculpture, 
but was not satisfied with the results. 

Several years later, having become more fa- 
miliar with the aesthetic and iconographic can- 
ons of art at Yaxchilan, I tried again to come to 
terms with this problem. This time, I sought to 
integrate the results of an exciting contribu- 
tion which had recently been made by David 


Stuart regarding possible name phrases for the 
artists within the hieroglyphic texts. Stuart 
had identified a hieroglyphic phrase common 
on Maya pottery as a form of recording the 
name of the scribe who painted the vase and 
wrote the glyphs.’ This discovery led him to 
the supposition that a phrase with structural 
parallels which is found on certain monuments, 
including some at Yaxchilan, referred to the 
sculptor or artist of the relief.° It can now 
be assumed that the incised phrases on two sets 
oflintels at Yaxchilan name individuals in- 
volved in the production of the monuments, 
but whether they name scribe, sculptor, or fig- 
ure artist, and whether those functions were 
performed by one or more individuals is not 
clear from this line of evidence. 

As Stuart showed, the u ts'ib phrase that fre- 
quently occurs on the rim texts of Maya poly- 
chrome pots clearly translates "his writing." It 
refers to the scribe, or the wielder of the brush 
that drew both figures and glyphs on the pot. A 
title, ah ts'ib, "scribe," appears in the Corde- 
mex dictionary of Yucatec Maya. The glyph in- 
cised on monuments is slightly different from 
the u ts'ib, perhaps reading lu ts'i, for which a 
gloss cannot be found in dictionaries of Chol or 
Yucatec. But it also seems to refer to writing. 


On the two sets of three lintels at Yaxchilan, 
the handwriting appeared very different on 
each monument, yet the figural areas seemed 
more homogeneous. I decided to try an analysis 
of hieroglyphic handwriting and orthography. 
Oddly enough, the manner in which the scribes 
dotted their ti’s and drew their u's and com- 
posed other common words and syllables was 
clearly diagnostic of individual hands. To dem- 
onstrate this observation, I present sample stud- 
ies of the styles of hieroglyphics and figures on 
three sets of monuments. 


CASE I: IDENTIFYING THE HANDS 
OF TWO SCRIBES 


The upper portion of a well-preserved small 
stela, inscribed on both sides, will serve to dem- 
onstrate that two scribes designed the glyphs on 
the same monument (see Figure 8). In his de- 
scription, Teobert Maler commented that one 
side was "better finished" than the other." Is 
the difference in carving due to sloppiness or to 
the hands of two distinct individuals? 
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Stela 12 (both sides). 
Photo by Teobert 
Maler (1903: Pl. 76). 
(A drawing is in- 
cluded in Figure 
137.) 
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Lintel 44. Photo by 
Ian Graham 
(1979:97]. (See also 
Figure 153.| 


A close examination of the carved texts re- 


veals that the scribes shaped their glyph blocks 
differently and might even be said to "spell" 
differently. On the right panel, the outline of 
the carved area is not rectilinear, causing the 
shapes of the glyph blocks to be higher at the 
upper right corner than at the upper left. This 
makes the glyphs appear to slant slightly. The 
exterior shape of the forms is very regular. All 
the glyph blocks fill up the space allotted com- 
pletely, leaving no space in the corners. In con- 
trast, the glyphs on the left panel fill square 
rather than rectangular spaces, they are ar- 
ranged in straight rows and columns, the glyph 
blocks do not slant in either direction, and the 
exterior shape of the signs is fluid, leaving 
small uncarved areas between the corners of 
glyph blocks. The fluid lines in this text 
were translated into delicately inscribed and 
modeled forms in the process of carving. It ap- 
pears that two individuals laid out the glyphs 
and drew them on the stone, but as yet it can 
not be ruled out that the same person drew 
both sets of glyphs and that the differences lie 
in the carving. 


Both texts include nominal phrases for Shield 
Jaguar, so there are several glyphs and affixes 
that are common to both texts and can be com- 
pared. Look at the “captor” (T764)” glyphs at 
positions B4 and E4. The scribe of the left panel 
uses the skull variant of u (meaning "his" or 
"its"). His captor beast has a curl and an egg- 
shaped affix (T108) above and two overlapping 
oval affixes (T106) below. The beast's face has 
no separate nostril and is almost chinless, with 
four sharp teeth. The "captor" glyph on the 
right panel is prefixed with the Tr u, does not 
have crosshatching in the egg-shaped superfix, 
and lacks the subfix. The face has a separate 
nostril and a substantial chin. 

A simpler comparison that shows distinc- 
tions between the two texts is the "5" bar. The 
“s” bar on the right text is fat and plain; the 
ones on the left are thinner and have diagonal 
slash decorations. The text on the right repeats 
the Tr version of u exclusively, while the text 
on the left varies this with one skull substitu- 
tion for u (T232). The Tr u on the left text is 
curvilinear, and the ovals within are small and 
separated from the bracket. The u's on the 
right are squared off and the ovals within are 
separated from the bracket only by a line. In 
general, the text on the left is characterized by 
the use of alternating heavy and light lines in 
the elaboration of the shapes of the glyphs, by 
fine crosshatching, and by a high degree of mod- 
eling, whereas the text on the right has a mini- 
mal amount of fine detail. 

Differences in slant, "spelling," and line 
quality indicate that separate individuals drew 
the glyphs on the two sides of the stela. The 
carving style, as seen in the control of curves 
and modeling, is distinct as well, so the two 
scribes may have each carved their own glyphs, 
Or two separate sculptors in addition to the two 
scribes may have worked on the two sides of 
the stela. 


CASE 2: THE STRUCTURE 44 - 
LINTELS—SCRIBES WHO WERE 
ALSO ARTISTS 


Lintels 44, 45, and 46 of Structure 44 (see Fig- 
ures 9— 12] were each carved with a scene of a 
king, named as Shield Jaguar, conquering a dif- 
ferent captive. The lintels are not in good con- 
dition, and large portions of the glyphs and im- 
ages are missing, but enough remains to see 
that the figures are quite similar in size, ges- 
ture, composition, costume, and depth of relief. 
At first glance, these figures appear to have 


been designed by the same artist and carved by 
the same sculptor. The glyphic texts on the 
three lintels, however, appear to have been 
drawn by three different scribes. Once the hand- 
writing of these scribes becomes familiar, trans- 
position of their treatment of forms to the fig- 
ural parts of the lintels can be seen. 

As in the Stela 12 example, determining the 
hand responsible for glyphic passages requires 
scrutiny of both glyphic form and phonetic 
spelling. Lintel 46 glyph blocks are fairly uni- 
form in size. The exterior shapes are fluid but 
regular. Little empty space exists within each 
glyph block. The artist tends to use double out- 
lines and crosshatching, adding elegance to the 
forms. The text on Lintel 45, in comparison, 
is characterized by wildly shaped glyphs. The 
outlines of the glyph blocks are irregular. Un- 
occupied space is incorporated into the glyph 
blocks. The scribe does not use double lines 
with as great frequency as the Lintel 46 scribe. 

Despite damage to the Lintel 45 text, some 
specific syllables and words are common to it 
and Lintel 46, and can be compared. The Tr u's 
on Lintel 46 (at F4, F6, and F8) are very similar 
to those on the left text of Stela 12—the bracket 
forms the center projecting element in a con- 
tinuous line, and the ovals are delicately small 
and are modeled to be quite separate from the 
bracket. In contrast, the Tr of Lintel 45 (at A2 
and C6] almost looks like half of a k’in sign. 
Comparing the skull-variant u's on both lin- 
tels, the Lintel 46 one (at G7) has two holes in 
the cranium, a ridge at the nostril, teeth, and a 
single crosshatched subfix. The Lintel 45 skull 
(at C5] is summarily sketched in comparison. 
Each lintel has a k'a "remembering"? state- 
ment as well (at F8 on Lintel 46 and C6 on 
Lintel 45). The two statements are designed 
with substitutable variables (which perhaps in- 
dicates that the composition of words on the 
trio of lintels was orchestrated by an overseer 
who made sure that statements were not re- 
petitive), but a difference diagnostic of a sepa- 
rate hand is the treatment of the smoke above 
the fist. Again, specific differences in glyph 
form, composition, and "spelling" indicate that 
the glyphs were drawn by two separate hands. 
Without belaboring the details, the Lintel 44 
text appears to have drawn by a third hand. 

Which scribe, if either, was responsible for 
the drawing of the figures? This is a much more 
difficult problem. If hands and faces are present 
in the glyphs and survive on the figures, then 
the glyphic and figural elements can be com- 
pared. We are not that lucky in this case. The 


only specific element on Lintel 46 that is com- 
mon to glyphs and figures is the knot at G8 and 
the many knots in the clothing. The glyphic 
knot is almost identical to the knots on Shield 
Jaguar's sandals. The loops of cloth on Shield 
Jaguar’s garments are often elaborated with 
double lines, as are the borders of his sandals. 
Double lines are characteristic of the style of 
the Lintel 46 scribe, as is the practice of adding 
lines to the end of a lock of hair or feathers, as 
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Lintel 45. Photo by 
Graham (1979:99). 
(See also Figure 153}. 
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Lintel 46. Photo by 
Graham (1979: 102]. 
(See also Figure 153.) 
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at G4 on the end of the shield, and on the seg- 
ment of bangs looped through the jade bead on 
the head of the figure. It seems very likely that 
the primary artist and the scribe of Lintel 46 
are the same individual, whom I will call the 
Elegant Knot Artist. 

The figure of Shield Jaguar on Lintel 45 is 
more dynamic than that on Lintel 46, just as 
the writing is. The cloth sashes on Lintel 46 do 
not indicate movement of the figure; they cling 
to the body. In contrast, the loincloth on Lintel 
45 flies out in back, the sash from the figure's 
spear moves toward his body as if he is stepping 
forward, and the knotted loops of cloth at his 
waist project naturalistically. The treatment of 
the knots is looser on Lintel 45 than on Lintel 
46. The Lintel 45 artist indicates strands of hair 
throughout the length of each section of hair, 
whereas the Lintel 46 artist, on at least three 
occasions, indicates strands only at the end of 
the hair section. Thus, despite the fact that on 
Lintels 45 and 46 the figures are similarly pro- 
portioned, the gestures are very similar, the 
subject matter is nearly identical, and the fig- 
ures on both lintels are well observed, it is clear 


that the two lintels were not drawn by a single 
individual, but were produced through a collab- 
orative process, which is more easily seen on 
the better-preserved lintels of Structure 23. 


CASE 3: STRUCTURE 23 LINTELS—A 
WORKSHOP PRODUCTION 


The lintels of Structure 23 (Figures 13— 15] are 
widely considered to be among the finest of 
Maya stone sculptures. They appeal to those 
whose aesthetic ideas spring from the Euro- 
pean Classical tradition for several reasons. 
The figures stand out sharply from a back- 
ground that has been deeply cut away. This 
results in a clarity of image unusual in Maya 
art, which is enhanced through the elimination 
of extraneous detail. Although the figures are 
richly dressed, they lack the usual sprays of 
feathers that obscure the outline of figure and 
regalia on most monuments. Those items of re- 
galia that are portrayed are depicted with com- 
plete accuracy and in fine detail. The items are 
drawn after careful observation of a real object, 
unlike other examples of Maya drawing (for ex- 


Lintel 46: detail. 
Photo by Graham 
(1979: 102]. 
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Lintel 24. Photo © 
1985 by Justin Kerr. 
(See also Figure 98.] 
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Lintel 25: underside, 
photo © 1985 by Jus- 
tin Kerr; front edge, 
photo by Graham 
(1977:56). (See also 
Figure 98.) 


ample, on Yaxchilan Lintel 5), where the items 
depicted are poorly observed by the artist and 
therefore confusing and obscure to the viewer. 
Elements of the composition are further distin- 
guishable from each other by being placed on 
slightly different planes of the stone. The poses 
and composition of the figures are complex and 
unusual, and the diagonals created through the 
depiction of forms and the suggestion of gaze 
and gesture draw the eye of the viewer through 
the composition. This clarity and the circular 
aspects of the composition of the scenes are 
similar to images made in the European aes- 
thetic, such as a Raphael painting, and there- 
fore these lintels are more accessible and better 
appreciated than many Maya monuments. Also, 
the depiction of hands and faces is done with 
great delicacy of line. The use of double out- 
line and fine crosshatching contributes to the 
beauty of the sculptures and unifies the images 
on the three lintels. 
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Such unifying decorative techniques may 
have been employed to add coherence to the 
work of a team of two or three artists. Whereas 
Mary Ellen Miller” assumed that a single artist 
was responsible for the three lintels, there are 
many discrepancies in the handling of the de- 
sign and relief that indicate the participation of 
several. For example, look closely at the folds 
of Lady Xoc's gowns as they billow out at the 
groundlines of Lintels 24 and 25. Although 
they are executed in very low relief, the folds of 
the Lintel 24 gown seem to incorporate air. 
They cascade fluidly around her form. The Lin- 
tel 25 drapery is formed of stiff, precise shapes 
that do not really resemble flowing cloth. Could 
these garments have been designed by the same 
individual? Compare the borders of the fabric 
on Lintel 24 and 26 gowns, which are incredi- 
bly delicate, as are the textile designs, to the 
Lintel 25 borders and fabric design, which are 
coarser. On Lintels 24 and 26, the artist has 
succeeded in indicating depth of field by show- 
ing the inner and outer edges of the garment as 
it drapes around Lady Xoc's arm. Opportunity 
for this realistically observed detail exists on 
Lintel 25, but it was not employed. Another in- 
dication of the existence of more than one art- 
ist in the design of the lintels is the subtle dif- 
ference in the treatment of hands. The Lintel 
25 hands exist in more of a two-dimensional 
format than those of Lintel 24, where hands 
bend around the rope and spear with carefully 
observed naturalism. 

Particular decorative features used by the 
scribe of at least one lintel, 25, also appear in 
its figural design. The thick-tipped, long-nailed 
fingers of Lintel 25's figures also appear promi- 
nently in its glyphs, at Br on the underside and 
Mz on the front edge. Treatment of hands in 
the glyphs on Lintels 24 and 26 is quite dis- 
tinct. In general, handwriting of the Lintel 25 
text is easily distinguishable from that of the 
Lintel 24 and 26 texts, for example, in the size 
and shape of the glyphs. The Lintel 25 glyphs 
are larger with respect to the lintel than those 
of the other two lintels. The Lintel 25 glyphs 
are bold and regular in shape, expanding to the 
corners of a now-invisible cartouche. Compare 
them to the more erratic exterior shapes of the 


glyphs of Lintels 24 and 26. I have not been able 
to identify another Yaxchilan monument with 
the particular style of handwriting found on 
the underside and front edge of Lintel 25. It 
may have been the artist/scribe of Lintel 25 
who suggested reusing the Early Classic Maya 
"Vision Serpent"^ as an accession image at 
Yaxchilan, an iconographic contribution that 
became one of the hallmarks of Late Classic 
Yaxchilan monumental art and of the work- 
shop in which the Lintel 25 artist and the Ele- 
gant Knot Artist collaborated. Our present 
understanding of the “Ju-bat” glyph suggests 
that it is related to the authorship of a text.” 
This glyph occurs in the dedication phrase of 
Lintel 35 (O2- Qr), followed by Lady Xoc's 
name. This leads us to entertain the possibility 
that she drew the text and figures of Lintel 25, 
in collaboration with the workshop artists, 
who advised the Lintel 25 artist on composi- 
tion and the execution of faces. 

The hand of another scribe can be seen in 
four carvings: in Structure 44 on Lintel 44 (Fig- 
ure 9) and Step IV (Figure 16], and in Structure 
23 on Lintel 23 (Figure 17) and the front edge of 
Lintel 26 (Figure 15). This scribe's lines and 
glyph shapes are exuberant. For example, look 
at the animated ahau glyph on Lintel 23 (F2), 
and the lively treatment of leaves and smoke 
(Lintel 26, H2; Lintel 23, Cr). This scribe usu- 
ally uses a superfix on “captor” glyphs consist- 
ing of a curl element and an elongated, leaflike 
oval. The “captor” glyphs on Lintel 23 (M4, O6) 
and Step IV (A4) are almost identical. The scribe 
chooses to curve affixes such as numerals and 
ah superfixes, unlike any of the other Yaxchi- 
lan scribes (see Lintel 23, N2a, M4b; Lintel 26 
front edge, where the entire cartouches are 
curved; Lintel 44, Er). The ends of the feather 
"tail" on the shield in Shield Jaguar's name are 
invariably fanned out by this scribe, who en- 
joys such details as adding semicircles to elabo- 
rate the interior of numerals, and who occa- 
sionally uses double outlines. 

As a final bit of evidence that the glyphs on 
the Structure 23 lintels are drawn by different 
hands, compare the treatment of the turtle shell 
in the month glyph, Mac, on Lintels 25 {Az} 
and 24 (Bri) The lines in the bottom of the 


turtle shell on Lintel 25 are very similar in 
quality to those on Lady Xoc's dress border on 
the same lintel, just as the hands in the glyphs 
and figures are quite similar on this lintel. 

To recapitulate the scribal characteristics of 
the three artists, there is evidence for one who 
uses bold forms and some double outlines, and 
who tends to present purely frontal and profile 
forms, whom I call the Lintel 25 Artist. There 
is evidence for another artist/scribe who com- 
mands finer control of the lines, is the premier 
at textile portrayals, loves to display skill at 
drawing knots, and adds lines only to the ends 
of hair or other strands. This Elegant Knot Art- 
ist did much of the surface detail of Lintels 24, 
26, and 46 figures. I have also identified the 
more Exuberant Scribe of Lintels 45 and 23, the 
front edge of Lintel 26, and Step IV. 

The Exuberant Scribe's glyphs show some 
three-dimensional volume. See how the ahau 
glyph is infixed into the forehead of Ah Ahaual 
on Lintel 45 (Cr) The lines describing the 
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Lintel 26: underside, 
photo © r991 by Lee 

I Clockman; front 
edge, photo by Maler 
as reproduced by 


- 2 Graham [1977 : 58). 


(See also Figure 99.) 
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Structure 44, Step 
IV. Photo by Graham 
(1982: 170). (See also 

Figure 154.) 
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hands on Lintel 45 are relatively volumetric, 
and approach three-quarter view. Perhaps the 
scribe(s) with this three-dimensional, three- 
quarter-view aptitude conceived the notion of 
the high relief on the Structure 23 lintels and 
was (were) responsible for the three-quarter- 
view hands on Lintel 24. 

I believe that in several cases a lintel was de- 
signed by a single scribe-artist. The Exuberant 
Scribe wrote glyphs and drew figures on Lintel 
45. The Elegant Knot Artist wrote and drew 
Lintel 46. Glyphs and drawing on Lintel 25 
were done by the same person. Lintels 24 and 
26, however, show indications of several hands. 
The glyphs on those two lintels were written 
by scribes other than the three named above. 
However, the Elegant Knot Artist definitely 
drew the fine garments and hair of the two lin- 
tels. The Exuberant Scribe conceived of the 
complicated, three-quarter-view hand positions 


of Lintel 24 as well as the volumetric represen- 
tation of the drapery there. These two lintels 
show clear evidence of the collaboration of at 
least two artists in producing spatially innova- 
tive compositions complemented with the most 
delicately rendered costume elements and hair. 

Thus far I have discussed the drawing of 
glyphs and figures upon the stone and not the 
carving. Several bits of evidence suggest that 
the Maya valued the drawing of the low-relief 
designs more than their carving. It seems that 
the processes of carving and drawing were sepa- 
rate. Schele and Miller mention an unfinished 
hieroglyphic stairway from Dos Pilas on which 
several blank glyph blocks are roughed out but 
no glyphs carved on them.” This is the process 
today in the production of limestone replicas of 
Maya monuments for the tourist trade in Palen- 
que. The master artist of the workshop makes 
the drawings on paper. They are traced onto the 
stone by an experienced carver; then the stone 
goes to the apprentice, who cuts away the back- 
ground, which is referred to as la rebajada. 
Then the stone goes back to the experienced 
carver, who does the detail work on the surface. 

On the Structure 23 lintels, there is a less- 
than-uniform approach to shaping the project- 
ing areas. The Lintel 26 background plane is 4.3 
centimeters deep, but the depth of modeling 
within the figures is no greater than 1.1 centi- 
meter. Shield Jaguar’s and Lady Xoc’s arms 
overlap their bodies, but this overlapping is en- 
hanced by a change of less than half a centime- 
ter in the plane of relief. Successive levels of re- 
lief are much more complex in Lintel 25 than 
in Lintel 26, yet none of the individual forms 
are modeled in high relief. Only on Lintel 24 
are the hands and arms of the figures portrayed 
with a degree of three-dimensionality. This 
suggests to me that the artist/scribes directed a 
group of sculptors, perhaps including them- 
selves, in the production of these monuments. 
The artists’ familiarity with the qualities of the 
limestone is evident in the intelligent compo- 
sition of Lintel 24. The sections which would 
have been fragile if carved in high relief, such 
as Lady Xoc’s right hand and the shaft of Shield 
Jaguar's torch, are carefully supported by ad- 
joining or supporting elements. There is also a 
bit of linguistic evidence that supports my con- 
tention that the artist/scribes were more im- 
portant than the sculptors. 


ARTISTS’ NOMINAL PHRASES 


David Stuart has proven that a phrase in the hi- 
eroglyphic texts of many vases reads ah ts’ib, 
which is found in both Yucatec and Ch'ol dic- 


tionaries glossed as "escribano" and "dibuja- 
dor" (scribe and drawer). In the Cordemex dic- 
tionary of Yucatec Maya is also a term, ah woh, 
referring to a scribe. Woh is glossed "pintar" (to 
paint) and wooh is “jeroglifico, signo, símbolo" 
(hieroglyphic, sign, symbol). These words seem 
to refer to making linear words or drawings. In 
contrast, although there is an entry for the verb 
“to sculpt” in the Cordemex (hot), and a phrase 
glossed as ^to sculpt images" which literally 
means "to carve sacred tree" (hot' k’ul che’), 
there are no words which are titles for sculptors. 

Still unresolved is the exact meaning of the 
" |u-bat" glyph in the incised texts on the Struc- 
ture 44 and 23 lintels and monuments from 
other places. The bat head likely reads ts’i, and 
thus probably refers again to writing or drawing 
rather than sculpting. Obviously, however, the 
fact that they inscribed their names on the 
monuments means that this group of artists 
considered themselves important and their sta- 
tus was upheld by the kings. 

Of the 125 monuments at Yaxchilan, only 
these two groups of lintels carry artists’ nomi- 
nal phrases. One of them, the Lintel 46 (Ele- 
gant Knot) artist, carried the title ahau, sug- 
gesting royal status, and all the artists had a GI 
title, so all must have been of relatively high sta- 
tus. In addition to the six scribes who worked on 
Structures 44 and 23 lintels, there were several 
other artists working at Yaxchilan under the 
reign of Shield Jaguar. Besides the two sets of 
lintels, Shield Jaguar also commissioned six 
stelae, six carved steps (one carved by the Exu- 
berant Artist), and another single lintel (56). In 
my estimation, at least four other hands can be 
seen on those monuments. This means that 
there were at least ten artists, scribes, and/or 
sculptors in the service of Shield Jaguar, some 
of whom formed a collaborative workshop that 
produced sculpture between 9.14.5.0.0 (Struc- 
ture 44 lintels) and 9.16.1.0.0 (the erection of 
Stela r1). 

With the initiation of the reign of Bird Jaguar 
IV, Shield Jaguar's son, in 9.16.1.0.0, two new 
workshops were in operation at Yaxchilan, one 


identified by Marvin Cohodas^ as the Master 
of Structure 13, and another which was respon- 
sible for the lintels of Structure 33. The work- 
shop of the Elegant Knot Artist and Exuberant 
Scribe trained a generation of artists who were 
probably responsible for the lintels of Structure 
21, Lintels 41 and 43 of Structure 42, and per- 
haps Stela 1. Bird Jaguar IV commissioned about 
twenty-three lintels, a wall panel, ballcourt 
markers, sixteen carved steps, four or five ste- 
lae, two stone thrones, numerous altars, inte- 
rior and exterior stucco decoration, large mural 
programs, and at least thirteen buildings, all in 
a period of about twenty years. In the service of 
these three workshops and their offshoots were 
no fewer than twelve scribes. I have no evi- 
dence to support a suggestion as to the number 
of designers, sculptors, and related workers 
who would have been employed during Bird 
Jaguar’s reign, but my guess would be about 
fifty persons associated with the creative as- 
pects in the production of stone monuments 
during this period. 


CHARACTERISTICS OF SOME OF 
YAXCHILAN’S OTHER SCRIBES 


My best estimation of which artists and scribes 
worked on Late Classic monuments is shown 
in Table 1. The following is a discussion of the 
characteristics which led me to make these 
attributions. 


Scribe G 

Shield Jaguar commissioned the earliest known 
extensive hieroglyphic stairway around 9.14.10 
.0.0. It consists of six steps, five of them carved 
on both tread and riser (see Figure 154). The 
one carved only on the tread differs from the 
others in that it has no image of a kneeling cap- 
tive. That one, Step IV, was clearly an early 


work of the Exuberant Artist (Scribe C). Four of 


the other five texts are the work of a single 
scribe, who often composes in blocks of four 
glyphs, whose glyphs are broader than tall, and 
who never fouls up on arithmetic. Compare the 


47 


Public Art: 
Aesthetics 
and Artists 


17. 


Lintel 23 front edge. 
Photo by Graham 
(1982:135]). (See also 
Figure 99.] 
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Table 1 


Tentative 
identification of 
scribes and artists 

in sculptures 
commissioned 
under Shield Jaguar I 
and Bird Jaguar IV 


Tı u on Steps I and V, as well as the “captor” 
glyphs. 


Scribe I 

The glyphs of Stela 18, Stela 11 bottom, the 
Structure 24 lintels, and Lintel 56 share enough 
characteristics to be considered as the work of a 
single scribe (see Figures 145, 136, 101, 59). The 
erection of these monuments spans twenty-five 
years. Four of the monuments are lintels carved 
only on the front edges, and two are stelae. 
Scribe I makes somewhat squat glyphs with a 
firm line and does not use double outlines. The 
“captor” glyphs have no subfixes and no sepa- 
rate nostrils, just a little hole in a short, beak- 
like nose. The superfixes have one curl and one 
egg. The “Lady” glyphs have blunt faces and 
often include an earplug assemblage. The hair 
on the “Lady” glyphs is not crosshatched but 


consists of some wiggly lines over the ear. This 
scribe never draws in an eyebrow. The "Jaguar" 
glyphs have a single fang in the corner of the 
mouth, and the eyes are done expressively with 
three lines. The ear is shell-like. The u (Tr) 
prefixes are strongly rendered, with a bracket, 
the two round dots, and a separately drawn 
pointy center element. Scribe I likes to set 
many glyphs on a subfix of T23 or series of 
circles and uses more geometric than zoomor- 
phic variants. 


Scribe N 

Two of the Structure 33 lintels seem to have 
been written by someone from outside Yaxchi- 
lan. The u’s are out of this world! Look at the 
prefixes for the “captor of Jeweled Skull” glyphs 
on Lintels 1 and 3 (Figure 114). No previous 
Yaxchilan scribe ever wrote like that. The "Jag- 


Completion 

Date Structure Monument Scribe Artist 

9.13.10. 0.0 4] Stela 20 D D 

9.14. 5. 0.0 44 Lintel 44 A C&D 

9.14. 5. 0.0 44 Lintel 45 C (Exuberant)] C 

9.14. 5. 0.0 44 Lintel 46 D (Elegant Knot] C&D 

9.14.15. 0.0 44 Step IV C 

9.14.15. 0.0 23 Lintel 23 C 

9.14.15. 0.0 23 Lintel 24 E C&D 

9.14.15. 0.0 23 Lintel 25 Xoc? Xoc?, C&D 

9.14.15. 0.0 23 Lintel 26 F C&D 

9.15. 0. 0.0 4] Stela 15 B? 

9.15. 0. 0.0 44 Steps I, II, V, VI G 

9.15. 0. 0.0 44 Step III ? 

9.15. 0. 0.0 4] Stela 18 I 

9.15.10. 0.0 41 Stela 16 B? 

9.15. 6.13.1 11 Lintel 56 ] 

9.16. 1. 0.0 40 Stela 12, side a D 

9.16. 1. 0.0 40 Stela 12, side b H 

9.16. 1. 0.0 40 Stela 11, accession text I 

9.16. 1. 0.0 40 Stela 11, flapstaff scene Stela 11 artist 

9.16. 1. 0.0 40 Stela 11, 1 Imix 19 Xul D 

9.16. 1. 0.0 40 Stela 11, GI scene C&D 

9.16. 1. 0.9 22 Lintel 21 J 

9.16. 5. 0.0 24 Lintels 27, 59, 28 I 

9.16. 5. 0.0 21 Lintel 16, Stela 21 L Trained in 
C&D workshop 

9.16. 5. 0.0 21 Lintels 17, 15 : 

9.16. 5. 0.0 1 Lintels 5—8 M M’s workshop 

9.16. 5. 0.0 42, Lintel 41 2 Trained in 
C&D workshop 

9.16. 5. 0.0 42, Lintel 42 M's workshop 

9.16. 5. 0.0 42, Lintel 43 2 Trained in 
C&D workshop 

9.16. 6. 0.0 33 Lintels 1, 3 N N’s workshop 

9.16. 6. 0.0 33 Lintel 2 P N’s workshop 

9.16. ?. 0.0 13 Lintels 32, 33 M M’s workshop 

9.16.10. 0.0 33 Stela 1 I Stela 11 artist 


uar" glyphs look froggy. The human faces have 
very slanty eyes. The skulls are unconvincing. 
A scribe who has such terrible writing, so ill- 
observed, must have bought into the court at 
Yaxchilan with goods or foreign power. 


Scribe P 

The handwriting on Lintel 2 (Figure 114) is 
more acceptable, but still strange. Lintel 42 
writing (Figure 148} has a loose quality, and it 
uses the strange T1 prefix introduced by Scribe 
N. Scribes N, P, and maybe some others have 
formed a workshop, and their influence is seen 
on Structure 21 glyphs and later on Structure 
20. At this point, handwriting is very hard to 
distinguish, and the numerous scribes are prob- 
ably trained in the workshops established by 
M, the Structure 1 master, and N, the Structure 
33 artist. | 

What has been seen as the work of a singl 

master (Structure 23—Mary Miller's view] or 
the work of two schools (Marvin Cohodas’ 
“Narrative” and "Symbolic" schools) is now ar- 
gued to be the result of three and fifty artists, 
respectively. This analysis of the number of art- 
ists working at Yaxchilan, if accepted, has sev- 
eral important implications. First, although a 
large group of individuals were creating monu- 
mental sculpture during the periods of intensive 
production, and although their individual char- 
acteristics can be observed today, their work 
still conformed to formal and iconographic can- 
ons unarguably recognizable as emanating from 
Yaxchilan. This means that strict agreement or 
control over the local style was maintained, 
and that some individual—the king or a chief 
officer of artist training or monument appear- 
ance—performed this function. The degree of 
consistency with which specific objects were 
selected and represented implies that those 
costume items did actually exist and were ob- 
served by the artists, either during ceremonies 


or when modeled by some individual, or that 
they were available occasionally to the artists 
for study. The portrayal of costume elements 
was realized through study and was highly natu- 
ralistic. Furthermore, closely following the ap- 
ogee of artistic production at Yaxchilan (that is, 
between 9.14.5.0.0 and 9.16.10.0.0, a forty-five- 
year period, when artists became numerous 
and even began to sign their work, thereby de- 
manding individual recognition at Yaxchilan 
and elsewhere}, the Maya social system in the 


Central Lowlands began to suffer and even- 


tually broke down. But before examining the 
dissolution of Maya royal society, I present an 
analysis of how Maya orthodoxy was mani- 
fested in public art during the Late Classic. 


SUMMARY 


This chapter attempts to establish some funda- 
mental cultural attitudes and ideals that gov- 
erned the use and the creation of art in Maya 
society. If Maya public art was created in a spir- 
itually charged ritual time and space through 
the efforts of a patron, some senior community 
members who had engaged in years of com- 
munity ritual activities, a priest, and the art- 
ists, as is suggested by the passage in Landa’s 
Relación de las cosas de Yucatán, then it must 
have served to intensify spiritual and cultural 
rapport among its patrons and its makers. 
Through public art, the rulers (the likeliest pa- 
trons) provided “spiritual food” in the form of a 
coherent view of the place of the individual in 
the world of the sun. Through art, the individu- 
als who participated in the creation of their 
ceremonial city extended their concept of self 
to interlock with the community as illustrated 
by imagery of shared history, dreams, and ritual 
experiences. The following chapters deal with 
the specificity of local identity and history at 
Yaxchilan. 
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Part I, The Cosmos, 
Rulers, and Regalia 


The forms on a Maya sculpture may appear to 
be fantastic. However, the major portions of 
the subject matter—the rulers and their cos- 
tumes—are naturalistic images of real objects. 
In real life, costume elements were probably 
chosen for specific rituals; therefore, the cos- 
tumes as portrayed in art are referents to those 
ceremonies. Other forms in Maya iconography 
are images of things or concepts for which non- 
Mayas have no mental image. For example, the 
skyband is a conventionalized form which has 
monster heads at either end of a band infixed 
with glyphs standing for heavenly bodies. What 
Mesoamerican peoples wished to represent 
with monsters is not clearly understood but 
probably involved concepts of multi-identity 
and transformation of an individual in a ritual 
situation. Since the monsters are constructed 
from several animals and fantastic forms, and 
can be affixed and infixed with many kinds of 
specific signs with conventionalized meanings, 
they are partially analogous to the concepts of 
multi-identity and transformation, and may 
thus be symbols of those concepts. They may 
also have been representations of images de- 
scribed to children in a familial setting or in 
ritual theater, which would have been familiar 
as characters to the average individual. AI- 
though it is not easy to understand the men- 
tal processes which led to the formulation of 
these images, we can derive clues to their mean- 
ing through contexts of use and ethnographic 
parallels. 

In this chapter, the component parts of mon- 
umental imagery are examined in the following 
order: humans, supernaturals, cosmic symbols, 
ritual equipment, and costume. Interpretations 


of these elements are based on three kinds of 
analyses: one in which an element is consid- 
ered in the context of the other symbols on the 
same monument, one in which the semantic 
niches of the element's appearances are com- 
pared, and one in which the use of this element 
at other sites is considered. An attempt is made 
to determine whether the image or symbol is 
one invented at Yaxchilan or one widely used 
throughout the Maya realm or in the western 
region, and whether the meaning of a "pan- 
Maya" symbol remained constant when the 
symbol was used at Yaxchilan. Of course, pub- 
lished interpretations of these symbols at Yax- 
chilan and elsewhere have been carefully eval- 
uated and are usually discussed here. 


Human Figures 


The cast of human characters appearing on 
sculpture at Yaxchilan includes elite males and 
females, one child, deceased ancestors, dwarfs, 
kneeling figures involved in sacrificial rites, 
and male captives. A typical costume for roy- 
alty of either sex consists of an elaborate head- 
dress, composed of perhaps thirty elements at- 
tached to one of eleven headdress bases, which 
was selected as a symbol for the ceremony; a 
jade beaded collar; jade wristlets and anklets; 
an incised pectoral; several layers of brief cloth 
garments; an elaborate belt carrying attached 
plaques or masks; and sandals. Males and fe- 
males can be distinguished by their garments 
more easily than by their ornaments. Males 
wear short kilts or loincloths, beads encircling 
the upper calfs, and often a backrack of feathers 


with attached symbolic elements. The salient 
characteristic of female dress is a long gar- 
ment! with elaborate woven or embroidered 
designs and beaded or stitched borders. Cap- 
tives are identified by kneeling posture, simple 
clothing, bound limbs, or being grasped by the 
hair. Children are small versions of adults with 
the same bodily proportions. The two dwarfs 
on Structure 33 Step VII are stocky and have an 
abnormal, square projection at the base of the 
skull. All human figures are proportionally and 
physiognomically naturalistic in proportion, 
although they were somewhat regularized to 
correspond to local ideals of appearance. 


Supernaturals 


THE PALENQUE TRIAD 


Few complete supernatural beings are depicted 
in Yaxchilan monumental art. Nonhuman 
heads and regalia associated with supernaturals 
known from other sites do appear frequently, 
however. 

A triad of supernaturals who have been ob- 
served in art at most Maya cities was first iden- 
tified in the hieroglyphic inscriptions of Palen- 
que by Heinrich Berlin (1963). He named the 
group the “Palenque Triad” and numbered the 
individual gods GI, GII, and GHI. Their birth- 
dates were identified by David Kelley in the in- 
scriptions of the Cross Group at Palenque. The 
supernaturals were born over a thirteen-day pe- 
riod about 2359 B.c.—or about 3,049 years be- 
fore the dates were recorded at Palenque in A.D. 
690. Kelley also related the Palenque Triad to 
Postclassic Central Mexican supernaturals, re- 
ferring to GI as 9 Wind, the Venus God, and Que- 
tzalcoatl; to GII as (Bolon) Dz'acab, 1 Flower, 
and the God of Vegetation; and to GIII as 13 
Death, the Old Jaguar God, and the God of 
War.” A concise review of the diagnostic formal 
characteristics of the Palenque Triad is pre- 
sented by Linda Schele and Mary Ellen Miller 
in The Blood of Kings? Although the Triad 
members have been studied for several decades, 
their identities are still not completely clear. A 
great leap forward was made when Michael D. 
Coe proposed that Hunahpu and Xbalanque of 
the sixteenth-century ethnohistoric document 
Popol Vuh were Postclassic parallels to the 
Classic Period Triad.* However, the attempt to 
correlate the two major sources of information 
about these characters—the inscriptions on the 
Cross Group at Palenque, dated A.D. 690, and 


the Popol Vuh, a Postclassic ethnographic lit- 
erary account of mythical and historical knowl- 
edge of the highland Quiché—confounds schol- 
ars with some inconsistencies. 

In keeping with the character of the hiero- 
glyphs, Classic Period inscriptions focus on the 
Triad's genealogy and their relationship to ca- 
lendric cycles. The Palenque inscriptions state 
that early in the present era (which runs from 
3114 B.C. to A.D. 2011}, triplet boys were born 
to the first female. The first (GI) was born on 
the day 9 Ik, or o Wind. The second (GIII) was 
born four days later on the day 13 Cimi (13 
Death}. The third (GII) was born on the day 1 
Ahau (1 Lord). The triad gods function in the 
Palenque inscriptions as the divine origin of 
the royal lineage? and most Maya royalty claim 
descent from them. 

Who are these supernaturals? First consider 
GI and GII. Schele and Miller have shown that 
their nominal glyphs consist of identical pro- 
file faces with differing diagnostic characteris- 
tics. The salient attributes of GI are a spon- 
dylus shell earplug and a fish fin on his cheek. 
GIII has a jaguar ear, a k'in or sun glyph on his 
cheek, and often a pretzel-like shape called a 
cruller between his eyes.° 

If considered as complementary to the infor- 
mation from the inscriptions, the Popol Vuh 
account fleshes out the lives and adventures of 
GI and GIII as the prototypes of the Hero Twins, 
^whose adventures make the sky-earth a safer 
place for human habitation." Quintessentially 
Maya, they establish their self-worth by magi- 
cally making a milpa, a sacred planting of corn. 
Then they master the ballgame.* Summoned to 
fight the irrational Lords of the Underworld, 
they survive by their wits. They are like hu- 
mans in that they grow corn and honor their 
parents and grandmother. They are more than 
human because their mother is the daughter of 
a Lord of the Underworld and their father is the 
skull of their elder brother. In the Underworld 
they are able to resurrect beings at their own 
discretion. The twins generally act in concert, 
except when one of them is temporarily con- 
quered by the Lords of the Underworld and 
must be rescued by his brother. 

In the Classic Period glyphs, GIII is named 
Ahau K'in, or Lord Sun. In the Popol Vuh, he 
is named Xbalanque, Jaguar Sun. One of the 
names of GI in the Palenque glyphs can be read 
Hunahpu, the same name he has in the Popol 
Vuh. GI is associated with Venus by his birth- 
date of 9 Wind, which he shares with the 
Central Mexican Quetzalcoatl, also associated 
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with Venus.? However, various attributes of GI 
associate him with the sun, and some character- 
istics of GIII may associate him with the moon. 

Dennis Tedlock addresses this dilemma. 
There are at least three major problems with 
any attempt to give unambiguous astronomical 
assignments to Hunahpu and Xbalanque or to 
their counterparts at Palenque, the gods desig- 
nated GI and GIII. The first is that a single ce- 
lestial light need not be assigned to a single 
god. The second problem is the converse of the 
first, which is that a single god need not be lim- 
ited to a single astronomical assignment. The 
Popol Vuh treats a given celestial phenomenon 
as a "sign" (retal in Quiché} or (in the case of 
the rising sun) a "reflection" (lemo) of a past 
event; given that Hunahpu and Xbalanque un- 
dergo various transformations and take on vari- 
ous disguises in the course of their adventures, 
there is no reason to suppose that if the sun and 
moon (or aspects thereof) are signs or reflec- 
tions of their past actions, all other celestial 
phenomena are thereby eliminated. The third 
problem cited by Tedlock in assigning fixed ce- 
lestial identities to GI and GIII is that the mod- 
ern Quiché use the same word for "Venus as 
Morning Star" as they do for "sun" and "day." '° 

Tedlock suggests that Xbalanque (GIII) might 
be considered the night sun and Hunahpu (GI) 
the day sun. Similarly, Schele and Miller ob- 
serve that representations of GI can be divided 
into two or more types, one who wears a quadri- 
partite headdress and one who wears a diadem 
infixed with crossed bands. The quadripartite- 
headdress GI is certainly associated with the 
sun, perhaps the day sun, and the diadem GI, 
who wields an axe, may signify Venus as Morn- 
ing Star." 


REFERENCES TO GI AT YAXCHILAN 


Schele and Miller provide a list of diagnostic 
characteristics for GI.? From their list, the fol- 
lowing characteristics are found at Yaxchilan: 
the shell earplug, the diadem infixed with 
crossed bands, and the quadripartite headdress. 
Using these criteria, four forms of GI can be 
identified in Yaxchilan imagery (see Figure 18). 

(1) Two groups of persons impersonate GI by 
wearing the quadripartite headdress—second- 
ary individuals during ceremonies involving 
transfers of political power which fell on the 
summer solstice (see Figure 18a), and deceased 
ancestors depicted in the celestial realm. I sus- 
pect this use of the quadripartite-headdress 
GI signals a metaphor: as the sun's potency 


and heat wanes after summer solstice or after 
noon, so the ruler's potency wanes in old age or 
death, and he passes the responsibility on to his 
Successor. 

(2) The crossed-bands diadem, attribute of 
Chac Xib Chac,” is attached to numerous head- 
dresses. The pan-Maya Chac Xib Chac has a 
looped hank of hair and reptilian body features. 
He carries an axe or disk marked with God C 
(blood). On several codex-style pots, he sacri- 
fices the Baby Jaguar in an Underworld cere- 
mony "^ that parallels the sacrifice of Hunahpu 
by Xbalanque as they trick the Lords of the Un- 
derworld in the Popol Vuh. On monuments at 
Yaxchilan, Chac Xib Chac impersonators wear 
some of the symbols shown in Figure 18b. Yax- 
chilan rulers impersonated Chac Xib Chac dur- 
ing every Period Ending ceremony. The im- 
personation is depicted on the temple sides of 
cosmological stelae and in some Underworld 
ballgame scenes (see Figure 112). During those 
impersonations the ruler embodies a Hero 
Twin, the sacrificer who has the power to bring 
his dead brother or other victims back to life. 

(3) An unusual reference to GI appears on the 
uppermost part of headdresses on Lintels 2 and 
5 (see Figure 18c). The typical roman-nosed 
head and shell earplug of GI act as the rear head 
of a serpent. Infixed into the GI head is a k’in 
sign. On the highest point of the serpent's body 
is a Venus symbol. This complex symbol seems 
to suggest the path of the twin bodies, the Sun 
and Venus, through the ecliptic. A related head- 
dress element (see Figure 18d) consists of a 
skeletal, double-headed creature. One head is a 
snake and the other appears to be a monkey 
skull. The monkey is used for the full-figured 
form of the day glyph, k’in, and substitutes for 
the day glyph on Lintel 48. The snake, chan, is 
homophonous with the word "sky" and often 
represents it, and can also be Quetzalcoatl, 
who has Venus associations. 

(4) The dwarfs that accompany Bird Jaguar IV 
in his pre-accession cosmic ballgame wear GI 
shell earplugs and have Venus signs tucked be- 
hind their arms (see Figure 18e). 


IMAGES OF GIII 


Several isolated and subtle references to GIII 
occur in the glyphs and imagery at Yaxchilan. 

(1) A ruler impersonates GIII when he wears 
the waterlily-jaguar headdress, and he perhaps 
evokes GIII's adventures when he holds jaguar 
paws, or wears a jaguar headdress (see Figure 


19b). 
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Manifestations at 
Yaxchilan of God I of 
the Palenque Triad: 
a, Lintel r4; 

b, Lintel 35; 

c, Lintel 2; d, Lintel 
I7; €, Structure 33, 
Step VII. Details 
from drawings by 
Graham (1977:15, 
37, 43; 1979:75; 
1982:160]. 
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Yaxchilan of God III C vL T 

of the Palenque 
Triad: a, Lintel 125, 
detail from drawing 
by Graham 
(1977:33); b, Lintel 
6, detail from draw- 
ing by Graham 
(1977:23); c, Stela 
Io, author drawing; 
d, Stela 5, author 
drawing. 
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(2) Busts of GII identified by a jaguar ear are 
associated in multiples of nine with skybands 
(see Figure r9c]. 

(3) GIII was portrayed on one of the site's ear- 
liest monuments, Stela 14, dated 9.4.8.8.15, 
where he emerged from one head of a stiff cere- 
monial bar (see Figure 150}. This typical Maya 
object never again was held by a live ruler in his 
monumental portrait at Yaxchilan. 

(4) The name of the second ruler of Yaxchi- 
lan, recorded in the genealogical history docu- 
ment of Ruler ro (Structure 12, New Lintel) 
seems to be GIII Jaguar. 

(5) Ruler 8 and Shield Jaguar I both carry a 
headless jaguar title, one that appears with GIII 
on polychrome figural pottery from the Central 
Lowlands in the Late Classic Period. 

(6) On Lintel 48, the day name Cib is repre- 
sented by a cruller-nosed GIII. 

(7) A roman-nosed face with a k’in infixed in 
the forehead refers to one of the Hero Twins as 
the sun on carved pectoral pendants (see Figure 
98, Lintel 25, on Shield Jaguar). 

(8) Yaxchilan kings often carry a GIII shield, a 
pan-Maya symbol. They wear it with a crossed- 
bands pectoral and sometimes the humming- 
bird-and-flower diadem (see Figure 19d). 

(9) GIII is impersonated by Shield Jaguar II 
on Lintel 12. The king wears the cruller mask 
and displays four captives (see Figure 194). 


REFERENCES TO GII 


Representations of GII, also called by scholars 
God K,!* at Yaxchilan occur in the form of typi- 
cally pan-Maya manikin scepters (see Figure 
29b). God K was the third-born of the Palenque 
Triad. His salient characteristics are a serpent 
foot, mirror infixes in his forehead and limbs, 
and a long, thin object, an axe or cigar, project- 
ing from his forehead. Eduard Seler called him 
Bolon Dz’acab, translated from the Yucatec as 
“He of Nine (or Many) Generations," cosa per- 
petua. Seler identified him with the rear head 
of the Earth Monster and as a water god." The 
Earth Monster is now called the Celestial or 
Cosmic Monster, and its rear head, which does 
have a puffy snout and an eye infixed with a spi- 
ral, as does God K, has been recognized as being 
distinct from God K." J. Eric S. Thompson 
thought God K was a "manifestation of Itzam 
Na as a deity of vegetation." '? Kelley pointed 
out his calendric association with the day 1 
Ahau or 1 Lord.” Noting that God K does not 
appear only associated with vegetation, Schele 


proposed that he was "god of lineages and an- 
cestry, especially royal ancestry," and later, 


. noting that the torch emerging from his head 


is a phonetic complement indicating that the 
mirrored forehead should be read tah, or "ob- 
sidian," called him "the obsidian mirror.’’”! Be- 
cause he so often appears in the context of Pe- 
riod Ending and accession autosacrifice, the 
presence of God K, whom I think of as the First 
Ancestor, is fundamentally associated with 
ancestor-related sacrificial rituals. 

With the recognition by Schele and Peter 
Mathews that much space in Maya inscrip- 
tions is devoted to documentation of ancestry 
and sacrificial honor of ancestral events, God 
K's identity has become clearer. The Maya 
practiced some form of ancestor worship, and 
God K was considered the origin of all royal lin- 
eages. The concept of descent was linked meta- 
phorically with branches and fruits of trees, as 
seen on the sides of the Palenque sarcophagus, 
and with corn as the substance of human flesh 
and sustenance. 

As manikin scepter, God K is usually held 
vertically, and I suspect that this verticality is 
metaphor for tree, or conduit. Through God K, 
then, sacred substances flow from the commu- 
nity to the cosmos. Bloodletting phrases in the 
glyphs at Yaxchilan frequently name God K as 
the object of the sacrifices (e.g., Lintel 24). If he 
receives the sacrificial blood, then he must be 
the means by which it is conveyed to the other 
gods and to the cosmos. 

In addition to blood, other important sacri- 
ficial substances were maize and copal incense. 
The Maya always dedicate part of their maize 
crop to the earth and the ancestors. When the 


Hero Twins left their grandmother to contest 


the Lords of the Underworld, they buried four 
ears of maize in the floor in the middle of her 
house. The fate of the corn would mirror the 
fate of the boys in the Underworld.” Maize has 
an "inner soul" just as humans do,? and of 
course, the present race of humans was made 
from maize. Maize grows vertically as the ceiba 
tree grows, as a stela stands, as a king appears 
beneath his towering headdress, and as the man- 
ikin scepter is held. Further iconographic asso- 
ciation of maize vegetation with blood, lineage 
blood, and blood sacrifice is suggested by Karl 
Taube.” God K, then, stands for the complex of 
sacred substances that are human and royal, 
particularly maize and blood, and for the be- 
havior of sacrifice of these most sacred of sub- 
stances for the benefit of the community of the 
living and the dead. 
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REPRESENTATIONS OF GOD C 


God C is represented in a similar manner 
whether the reference is in a hieroglyphic in- 
scription or embedded in the iconography. God 
C glyphs appear in the names of the relative of 
Lady Xoc on Lintel 23, of Lady Ahpo Ik (Lintel 
38], and of Lady Ik Skull (New Stela, rear, and 
Stela 11, upper register, temple side). In the ico- 
nography, God C is an element of the skyband 
on Stela 1 (see Figure 20c). God C loincloths are 
worn on Lintels 7, 32, and 58 (Figure 20a). On 
all those lintels, bloodletting is indicated by 
the presence of the bundle or the manikin scep- 
ter. God C symbols also appear on the top of 
headdresses on Lintel 9 (worn by Bird Jaguar IV; 
see Figure 20b) and Lintel 24 (worn by Lady 
Xoc). A God C head rides the tail of the Vision 
Serpent on Lintels 13 and 14 (Figure 20e, f|. 
Blood sacrifice, sky, and royalty are the re- 
curring contexts in which the God C symbol 
is used. 

David Stuart has made significant progress 
in the understanding of the God C glyph in 
texts and iconography. His discovery was based 
on one made by Schele,? who recognized that 
the beads on the cheek of Lady Xoc on Lintel 
24 must be blood resulting from her tongue 
sacrifice (see Figure 98). Stuart made the anal- 
ogy that the circles that fall from the hands of 
the Tikal ruler parallel the streams of fluid bor- 
dered with dots from the hands of the Yaxchilan 
rulers on the temple sides of the cosmogram 
stelae. Additonally, he noted that the symbols 
within the stream of blood, the Kan Cross, the 
shell, the Yax sign, and the God C glyph, all ap- 
pear interchangeably as prefixes with streams 
of dots in the Emblem Glyphs that refer to 
specific sites or lineages.** Thus the Emblem 
Glyphs should be read as "Blood Ahau of the 
site of such-and-such," referring to the blood 
and bloodline of the ruler. 

Additionally, the God C glyph appears in 
contexts where bloodletting is specified, such 
as on the Tablet of the Cross at Palenque at O9. 
The clause refers to a three-day ceremony in 
which bloodletting was required. It reads "On 
the third day he let blood, . . . Mah K'ina Chan 
Bahlum, Bac Balam Ahau, Blood Ahau of the 
throne of Palenque." 7 

The God C glyph, then, stands for blood, 
specifically, royal sacrificial blood. The God C 
image appears on stelae commemorating Pe- 
riod Endings at many sites. An example is the 
God C loincloth on Dos Pilas Stela 1 (Figure 
21d). The text states what happened on the Pe- 


riod Ending: the ruler perforated his penis, let- 
ting spill drops of blood. The verb for the action 
of scattering blood is shown at A4 on the stela. 
But what is depicted pictorially is not the act of 
letting blood, but the result. His loincloth is 
marked with the symbol for blood, God C. 
Some God C loincloths appear on lintels at 
Yaxchilan, but on the stelae, no God C loin- 
cloth was needed to symbolize the bloodletting, 
because the blood that was the sacred suste- 
nance offered by the king to the supernaturals 
was clearly depicted. 

The God C loincloth symbolizes the blood 
that the ruler has let from his loins. But does 
the God C glyph in the skyband mean the same 
thing? Some of the other skyband symbols are 
understood. There are symbols for sun, moon, 
and Venus or star. The crossed bands are surely 
a celestial symbol. Why is a blood symbol in 
the skyband and on top of headdresses? Exam- 
ining another use of the God C symbol demon- 
strates its multivocality. 

The concept of the Axis Mundi definitely ex- 
isted among the Maya, and many of their monu- 
ments subtly illustrate this pervasive Maya 
concept. On the Sarcophagus Lid of Pacal's 
tomb in the Temple of the Inscriptions at Pa- 
lenque, Pacal is shown falling into the Under- 
world as he died, via the Axis Mundi (see Fig- 
ure 21c). It is portrayed as a tree, marked with 
God C signs. That it is a tree is shown by the 
glyph for "tree," or "wood," te,? on the trunk. 

The concept of the king's blood and blood- 
line as the tree was documented in a collection 
of papers from Yucatan during and after the 
Conquest, some of which were published in 
1937 by William Gates.? These papers included 
a genealogy of the Xiu family, which claimed 
rule at the site of Uxmal during the Postclassic 
Period. The illustration shows the reclining fig- 
ure of the paterfamilias, Tutul Xiu (Figure 214). 
A tree emerges from his loins. The fruits of the 
tree are his progeny, and the sepal of the flower 
is a lobed form. This same form appears on the 
World Tree on the center of the Tablet of the 
Cross at Palenque (Figure 21b). Like the tree 
linking Tutul Xiu to the names of his descen- 
dants, the tree at Palenque links the dead king 
Pacal to his successor. The tree serves as a me- 
dium of communication between Chan Bah- 
lum, the acceding king of Palenque, and the an- 
cestors who are named in the text. 

The modern Maya still contact their ances- 
tors through trees and crosses. Evon Z. Vogt re- 
lates that the modern Tzotzil erect crosses at 
the sacred spots in their environment, and the 
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Manifestations at 
Yaxchilan of God C: 
a, Lintel 58, detail 
from drawing by 
Graham (1979: 125]; 
b, Lintel 9, detail 
from drawing by 
Graham (1977 :29]; 


YO 
Cay, 


c, Stela 1 skyband, 
author drawing; 
d, Stela 4 skyband, 
author drawing; 
| e, Lintel 14, detail 
7 ATTA XL A [7 : 
mo VAI v7 from drawing by 
Vi Graham (1977 : 37]; 
f, Lintel 13, detail 
from drawing by Eric 
von Euw (in Graham 
Í 1977:35]. 
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"The Axis Mundi— 
cosmic trees and 
bloodlines: a, Tutul 
Xiu’s genealogy 
(Gates 1978: 120]; 
b, Palenque Tablet 
of the Cross, draw- 
ing by Linda Schele 
(1976a: Fig. 6]; 

c, Palenque Sar- 
cophagus Lid, draw- 


aie 


ing by Schele (Schele (AC. ci 
and M. E. Miller Arey | ff AF N 
1986]; d, Dos Pilas COR [| m 


Stela r, drawing by 
Schele (Schele and 
M. E. Miller 
1986 : 77]; e, Yax- 
chilan Stela 3, au- 
thor drawing. 
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crosses serve as a "doorway," a "channel of 
communication to some deity in the cosmo- 
logical system."?? The concept of the tree or 
axis as the medium for the attainment of im- 
mortality persists as indicated by the gloss for 
the Spanish word inmortal in the Alfa Hurley 
Vda. de Delgaty and Agustín Ruiz Sánchez Dic- 
cionario tzotzil. The word is translated yoyal 
balumil, eje de la tierra, literally, "axis of the 
earth." ?! 

The God C marking the Axis Mundi tree on 
Pacal's sarcophagus lid must have referred at 
once to royal blood and bloodline, and to blood 
as the cosmic channel of communication. 
When the ruler wears the God C loincloth, he 
is marked as the Axis Mundi. When he wears a 
God C on his headdress, he must also be marked 
as the Axis Mundi, the conduit that connects 
the community to the supernatural realm. The 
God C in the skyband may also refer to this 
world axis. 

Some authors have noted God C glyphs in 
the codices as substitutions for the direction 
north.” Paul Schellhas’ argument for the God 
C glyph as North Star refers to the appearance 
of a God C glyph in a rayed circle in the Madrid 
Codex roc. The application of the European 
concept of a rayed circle as a star or sun is not a 
good argument for the interpretation of God C 
as north, but this same page of the codex pre- 
sents some interesting images of God C acting 
in four places. Three of the four glyphic phrases 
begin with glyphs accepted as directions: east 
(lakin), west (chikin), and south (nohol). The 
second passage begins with a God C glyph, sug- 
gesting that it represents the other direction. 
The illustrations of this passage show God C in 
four places: the "east" passage shows an anthro- 
pomorphic God C sitting on the rayed circle in- 
fixed with God C. The "north" passage is re- 
lated to an image of God C sitting on top of a 
tree. The “west” passage is illustrated by God 
C hung from a skyband. The "south" image 
shows him sitting on a temple marked by 
"earth" (caban) signs. The "north" image re- 
fers to “up’’—on top of a tree—and the “south” 
image refers to “down’’—on the earth. The is- 
sue of whether the Maya recognized north and 
south or whether they conceived of north 
and south as the zenith and nadir or the right- 
and left-hand sides of the path of the sun will 
not be resolved here. However, it is clear that 
in the Postclassic codices, God C functioned as 
an indicator of a vertical direction (whether it 
is called north-south axis, or above-below, or 
zenith-nadir). This relates to the significance of 


God C on the Axis Mundi tree and on the loin- 
cloths. The God C in skyband and headdresses 
at Yaxchilan referred to the axis between it and 
the cosmos, and to the ruler's blood as the sap 
or blood of the axis. 

Most recently, David Stuart, Nicolai Grube, 
John Carlson, and Ruth Krochock have sug- 


gested a reading of k’u for God C and perhaps 


k'ul tor the blood-group prefix, meaning, re- 
spectively, "god" and “divine.” * The arguments 
support a suspicion I have had regarding the 
meaning of the blood-group prefix since 1986. 


Cosmic Locatives 
Complex symbols which indicate the cosmic 


domain of a ritual portrayed are discussed here 
in the order in which they typically appear on 


Period Ending (or cosmological) stelae, from: 


top to bottom. 


ANCESTOR CARTOUCHES 


Large oval cartouches containing human figures 
were carved on the upper registers of stelae, on 
ballcourt markers, and in headdresses at Yax- 
chilan. The most frequent appearance of these 
cartouches is in the upper register of the temple 
sides of cosmological stelae. Cut out of the cor- 
ners of the cartouches, for example, on Stela 1 
(see Figure 22b] are semicircular notches con- 
taining skeletal serpent snouts. These fanged 
snouts are the abbreviated versions of the skele- 
tal head on Lintel 39 (see Figure 68], which is 
clearly a serpent. Within the cartouches are 
portraits of royal humans, either full length and 
seated, or bust length only. The figures often 
hold stiff, double-headed serpent bars. One of 
the figures wears a female garment and the oth- 
ers, male clothing. 

Similarly shaped cartouches containing royal 
portraits were used at other prominent cities, 
such as Palenque and Tikal (see Figure 23]. 
They occur at Palenque on the lower facade of 
the east side of House D of the Palace (Figure 
23c). There nine stone and stucco cartouches 
once contained three heads each. On the stone 
armature between the cartouches, God K im- 
ages were once visible. On the interior wall 
of House A of the Palace, thirteen stucco car- 
touches each contain a portrait bust (see Figure 
23€]. A painted cartouche appears on the west 
interior wall of House E of Palenque. A similar 
cartouche was used at Tikal as well. It appears 
as the major element of the Late Classic Tikal 
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Ancestor cartouches 
at Yaxchilan: 

a, Stela 11; b, Stela 
I; C, Structure 14, 
ballcourt marker; 

d, Stela 8. Author 
drawings. 
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backrack on Period Ending stelae 5, 19, 21, 22, 
and earlier Stela 27, as well as on the lower reg- 
ister of Tikal Stela 1 (see Figure 23a and b). 

Textual evidence that the figures inside the 
cartouches are ancestors appears in the glyphs 
identifying the figures on the temple side of 
Stela 11 at Yaxchilan. The upper register shows 
portraits of two seated figures in the same se- 
mantic domain as the cartouches. These fig- 
ures are named by the glyphs flanking them as 
Shield Jaguar and Lady Ik Skull, the deceased 
parents of the acceding king, Bird Jaguar IV (see 
Figure 136}. Precedents for the placement of 
the parents, or father, of the ruler above his 
head on stelae exist at other sites, for example 
at Tikal Stela 31, where Curl Snout floats over 
the head of his son, holding part of a double- 
headed serpent bar. 

At most Maya cities the double-headed ser- 
pent bar was a common insignia of divine royal 
lineage, indicating the capacity of the ruler to 
mediate between forces of the sky, earth, and 
Underworld, and the resulting attainment of 
ritual power and community survival. In con- 
trast, at Yaxchilan, a living king held the ser- 
pent bar only on one Early Classic stela, Stela 
I4. During the Late Classic Period, double- 
headed serpent bars appear only in ancestor car- 
touches, signifying that the ancestral parents 
control the power represented by the double- 
headed serpent bar in their afterlives. (The por- 
trayal of the serpent bar at Yaxchilan is dis- 
cussed later in this chapter, in connection with 
the Cosmic Monster.) 


Wherever they are found, ancestor car- 
touches are marked with celestial signs. An 
early example on the basal panel of Tikal Stela 
I shows the notched-corner cartouche infixed 
with a k'in sign as the earplug of a monster 
whose face is the anthropomorphic version of 
the Tikal Emblem Glyph (see Figure 23a). On 
one example at Yaxchilan, Stela 4, one of the 
pair of ancestor cartouches is lunar, providing a 
lunar-solar contrast. Thus, in their location in 
the upper registers of Yaxchilan stelae, the an- 
cestors are depicted as associated with the sun 
and moon. Between the paired cartouches is al- 
ways a bust of one of the GI-GIII twins wearing 
a skeletal headdress which has been associated 
with Venus as Evening Star. The three im- 
ages—the parents in the celestial cartouches 
and Venus—appear to “ride” the skyband. 

Ancestor cartouches at Yaxchilan appear in 
other contexts besides the upper registers of 
cosmological stelae. On Stela rr river side, 
Shield Jaguar wears a cartouche as part of his 
headdress (see Figure 22a). An ancestor car- 
touche forms the backrack of Bird Jaguar on the 
same side of the same monument. The scene 
on the river side of Stela 11 is the image of 
Shield Jaguar passing the ritual authority to 
Bird Jaguar IV on the summer solstice. Shield 
Jaguar, who was deceased when the monument 
was carved, is indicated as an ancestor by the 
presence of the cartouche on the front of his 
headdress. Bird Jaguar IV wore the cartouche on 
his back, behind him, recalling the previous 
ruler, as did the rulers of Tikal. The ballcourt 
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Ancestor cartouches 
at other sites: 

a, Tikal Stela 1 base, 
and b, Tikal Stela 5 
detail, author draw- 
ings, after drawings 
by William R. Coe 
(Jones and Satter- 
thwaite 1982); c, Pa- 
lenque House D, 
eastern side, base, 

d, Palenque House 
A, central wall, fac- 
ing east, and e, an- 
other stucco 
cartouche from Pa- 
lenque House A, 
eastern interior wall, 
drawings by Merle 
Greene Robertson 
(1985b). 
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markers at Yaxchilan are carved with images of 
royal humans within ancestor cartouches. Fig- 
ure 22c is Ballcourt Marker b, with an image of 
Shield Jaguar seated within the cartouche and 
holding the bicephalic serpent bar. He is named 
as a 5 Katun Ahau, so the portrait could not be 
early and is probably a posthumous one com- 
missioned by Bird Jaguar IV. At least one other 
ballcourt marker has a skyband around its pe- 


 rimeter, reinforcing the notion that the seman- 


tic domain of the ancestor cartouches is celes- 
tial (see Figure 67e]. 

Images of deceased parents were part of the 
cosmic community in which the Period End- 
ing sacrifices were enacted at Yaxchilan. Physi- 
cally, they appear in death just as they did in 
life; they are of indeterminant age and have no 
particular symbols infixed in their heads or 
limbs. The placement of their portraits above 
the terrestrial realm, the small scale of the im- 
ages, and the fact that they are framed by these 
celestial cartouches indicate that these are not 
regular living humans. The presence of the an- 
cestors in important ceremonies confirms that 
they were as integral to the welfare of the pres- 
ent generation in the Classic Period as they are 
in contemporary Maya communities. A struc- 
tural opposition to ancestor cartouches is the 
quatrefoil, a cave-Underworld marker which 
also functions as a cartouche, but appears at 
Yaxchilan only on textiles." 


THE SKYBAND 


Skybands are part of the composition of at least 
five stelae and at least one ballcourt marker, 
and sometimes decorate backrack tramework 
at Yaxchilan. They are band-like forms infixed 
with symbols of celestial bodies and other 
celestial phenomena.” At Yaxchilan, they are 
often terminated on each end by a monster 
head, thus forming the body of a Skyband Mon- 
ster. Symbols infixed in the band are securely 
associated with the heavens: a moon sign; Ak- 
bal, meaning night or darkness; Lamat signs, 
which indicate Venus; k’in signs; and a God C 
head. From the gaping jaws of the monster 
heads emerge portraits of GI or GIII. The Sky- 
band Monsters are elaborated with beards, 
upward-turning snouts infixed with mirrors, 
noseplugs, earplugs, and an irregular form coun- 
terbalancing the upturned snout (see Figure 24). 
The one on Stela 1 is a full-bodied reptilian 
monster with legs, paws, and a deer ear infixed 
with a Venus sign. Its eyes are also infixed with 
Venus signs. A similar monster with deer 


hooves replacing paws appears on the stela 
fragment near Stela 3. Associated with each 
Yaxchilan stela skyband are nine pendant GI or 
GIII heads. 

The ballcourt marker illustrated by Sylva- 
nus G. Morley (see Figure 67e), now extremely 
effaced, was once carved with a skyband form- 
ing a circular strip around the perimeter of its 
upper face. The image in the center of the 
marker is difficult to see, but, based on the fact 
that two other visible reliefs on markers have 
images of seated rulers holding bicephalic ser- 
pent bars and are very likely posthumous, it is 
safe to assume that this image was also of an 
ancestor in the royal lineage. In each appear- 
ance, skybands are associated with a royal 
ancestor. 

The appearance and function of the skyband 
backracks are discussed later in the chapter. 


THE COSMIC MONSTER 


The Cosmic Monster has a front head and a 
tail, and carries an additional head, often re- 
ferred to as the "rear head," on its back. The 
most perceptive study of this monster to date is 
included in Andrea Stone's work on the Cosmic 
Monsters that appear as gigantic stone zoo- 
morphs at Quirigua and Copan and those that 
appear as "Vertical Models" at Palenque, Pie- 
dras Negras, and Copan.? In this work, Stone 
has enumerated the inventory of iconographic 
components of Quirigua Cosmic Monsters. 
Using her classificatory system, I have identi- 
fied two Cosmic Monsters at Yaxchilan: one on 
the backrack worn by Bird Jaguar III on Step 
VIII of Structure 33 and one on the lower regis- 
ter of Step III of Structure 44 (see Figure 25). 
Each has a reptilian body, a Quadripartite Mon- 
ster as the "rear head," and the tail of a caiman. 
The Structure 33 monster has as its front head 
(appearing on the bottom of the backrack) a 
deer head. In its center is a cartouche contain- 
ing a specific jade plaque frequently worn as a 
pectoral by Bird Jaguar IV. The Structure 44 
monster has a caiman as its front head and a 
large cartouche where its body should be. The 
cartouche contains a bust of an old supernatu- 
ral wearing a "snaggletooth" headdress (see be- 
low). This monster rests on or sprouts from a 
split-headed supernatural, a zoomorphic form 
of the Yaxchilan Emblem Glyph. Additional in- 
teresting features are a rodent in a cartouche 
under the monster’s front head and a glyph be- 
side the rodent that has some features of a 
“seating” glyph. 
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Cosmic Monsters at » 


Yaxchilan: a, Struc- 
ture 33, Step VIII; 

b, Structure 44, Step 
III. Details from 
drawings by Graham 
(1982: 162, 169). 


The Cosmic Monster is a composite of vari- 
ous other symbols. Fixed traits include reptil- 
ian limbs and the presence of the quadripartite 
badge carried on its back or serving as a second 
head. In using this badge the ruler likened his 
authority and responsibility to that of the sun 
(represented by the k’in sign infixed in the 
badge] which cyclically travels through the 
heavens (crossed bands) the Middle World 
(stingray-spine bloodletter), and the Under- 
world (represented by the shell]? David A. 
Freidel and Linda Schele suggest that the rep- 
tilian aspect of the Cosmic Monster evolved as 
a replacement for the serpent form of the sky- 
band when the Late Preclassic cosmological fa- 
cades were adapted to become bicephalic ser- 
pent bars in the Classic Period.^ 

A deer as the head of the Cosmic Monster 
may be a reference to the sun, since it can re- 
place the k'in symbol in Distance Numbers. 
Marvin Cohodas linked the deer to the setting 
sun through the connection of the deer, the 
number 7, and the date 7 Ahau.*! On the Struc- 
ture 33 Cosmic Monster, then, the Quadripar- 
tite Monster and the deer may represent two 
aspects of the sun— rising and setting, sun, 
both of which are transported by the body of a 
caiman. 


Skyband, Serpent Bar, and 

Cosmic Monster at Yaxchilan 

Most Cosmic Monsters depicted at other sites 
include a reference to Venus or a band of ce- 
lestial symbols, but those at Yaxchilan do not. 
It seems that the designers of iconography at 
Yaxchilan split the portrayal of the travel of ce- 
lestial bodies into three separate representa- 
tions: the Skyband Monster, with two identical 
dragon heads; the bicephalic serpent bar; and 
the Cosmic Monster. The distinction made at 
Yaxchilan is similar to one observed at Late 
Preclassic Cerros. 

Freidel and Schele have proposed a develop- 
mental sequence among three types of imagery 
which include references to the celestial bodies 
as paradigms for the ruler and his importance 
to his people. The sequence begins in the Late 
Preclassic with the stucco facade of Cerros 5C 
2nd.? This is a multilevel pyramid formed of 
recessed platforms of diminishing size. Two of 
the platform facades are decorated with stucco 
imagery. The band-like borders of the stucco 
panels terminate in serpent heads and include 
symbols similar to those found on earlier sky- 
bands at Izapa. As the Preclassic iconography 
was adapted to the Classic Period cult of the 
ruler, as expressed on stelae, the bicephalic, 
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serpent-headed skyband was lifted off the fa- 
cade of pyramids and became regalia held by 
the king on those stelae. Schele suggests that 
the saurian-bodied Cosmic Monster (which she 
calls the Celestial Monster) was developed to 
fill the semantic domain of the celestial realm 
on architecture. A saurian body for the Cosmic 
Monster was used to avoid confusing the realm 
of the sky (Cosmic Monster] with the royal em- 
blem (double-headed serpent bar). I further pro- 
pose that when the bicephalic serpent bar was 
held by a ruler, it signified his power to mediate 
among the sky, earth, and Underworld, just as a 
serpent can travel among these realms. 

A similar developmental sequence is seen in 
the portrayal of the double-headed serpent bar, 
the Skyband Monster, and the Cosmic Monster 
at Yaxchilan. This can be observed in the five 
earliest stelae. The first known stela, 27, shows 
a ruler scattering blood or maize on the Period 
Ending 9.4.0.0.0 (A.D. 514; see Figure 26b). He 
uses one hand to direct the drops into a recep- 
tacle, and the other hand hangs unoccupied. 
Yaxchilan's second stela, 14, is dated 9.4.8.8.15 
(A.D. 523]. The ruler, again depicted in profile, 
holds a double-headed serpent bar (the only 
one held by a living king at Yaxchilan; see Fig- 
ure 150). The third stela erected at Yaxchilan 
(Stela 2) shows a ruler holding a war spear (Fig- 
ure 26a). The fourth, Stela 3, combines the 
bloodletting imagery of Stela 27 with the war- 
rior imagery of Stela 2 (Figure 26c—d). On Stela 
6, dated around 9.rr.16.10.13 (A.D. 669), the 
ruler again spills drops as on Stela 27, this time 
using both hands to direct the droplets (Fig- 
ure 88a). Because his hands are occupied, the 
double-headed serpent bar appears above his 
head in the form of a skyband, indicating not 
the power of mediation but the travel of celes- 
tial bodies and royal companions across the 
sky. At Yaxchilan, it became more important to 
perpetuate an early image of the sacrifice in 
progress, creating a special local format for Pe- 
riod Ending stelae, than to imitate the use of 
the double-headed serpent bar seen at other 
cities. The use of the bicephalic serpent bar as 
royal emblem is retained in the iconography, 
but it is confined to use by the images of royal 
parents who are portrayed in cartouches above 


the skyband, reiterating their cosmic potency. - 


At sites where the Cosmic Monster appears, 
the "front" head with its deer ear or head and 
the Venus glyph infixes always appears on the 
west, and the Quadripartite Monster always ap- 
pears on the east. If Step III of Structure 44 were 
in place, its Quadripartite Monster would also 
be on the east side of the monument and the al- 
ligator head on the west. 


Basal Monsters 

On stelae at Yaxchilan, kings are depicted 
standing over monster heads that occupy the 
lower register of the stela. No two basal mon- 
sters at Yaxchilan are identical, but most of 
them are puns on the Split Sky toponym for 
Yaxchilan. The first use of such a monster was 
on Stela 2, erected 9.9.0.0.0. It is a frontal mon- 
ster head with large earflares. Its only identify- 
ing characteristic is a large bar-and-dot "nine" 
infixed in its forehead. Presumably it refers 
to the katun ending 9.9.0.0.0. Stela 6, erected 
around 9.11.16.10.13, had a basal monster, but 
it is eroded beyond recognition, as are those on 
Stelae 18, 19, and the back of Stela r. 

On the temple side, or front, of Stela 1, a 
frontal sun god holds a skeletal bicephalic ser- 
pent bar (see Figure 27a). The sun god wears an 
ahau belt like a ruler and is seated like a ruler, 
but is marked as the sun and holds a skeletal 
emblem of royal mediating power. This could 
be a reference to the deceased members of the 
Yaxchilan dynasty, who traditionally performed 
transfers of power on summer solstice, now 
transformed into the sun and existing in the 
Underworld. 

The Stela 7 basal monster (Figure 27b] is a 
marvelous version of the Cleft Sky toponym. 
Its profile head is saurian, with an upturned 
snout. Its eye is lidded and crossed bands are in- 
fixed. It is a sky caiman with a split waterlily 
(terrestrial or aquatic) forehead. From its eye 
issue vegetal stems, culminating in waterlily- 
blossom cartouches. Within the cartouches are 
two little animals, a rabbit and what is prob- 
ably a monkey. The rabbit in a cartouche is 
known to be the Maya image of the moon, and 
monkeys can substitute for the k’in glyph in 
the day position of the Long Count. So from 
the eye of the cleft sacred earth at Yaxchilan 
issue the sun and moon. 

The Stela 4 monster (Figure 27c) is a frontal 
bird with muan feathers in its mouth and a 
split-sky toponym in its forehead. The sky and 
bird can be read “chan-muan,” and it is note- 
worthy that this particular image was fab- 
ricated in an era when the Yaxchilan ruler 
had close political ties with Chaan-Muan of 
Bonampak. 


THE VISION SERPENT 


Yaxchilan has six Vision Serpents among its 
monuments. Because the meaning of the Vi- 
sion Serpent is more easily explained in the 
context of the associated iconography, its sig- 
nificance is explained in Chapter 4, as a sculp- 
tural theme. 


Bloodletting Equipment 


Spiked implements are held or appear in con- 
tainers on some monuments. Naturalistically 
portrayed stingray spines, obsidian lancets, 
thorny cords, and strips of bark paper can be 
identified. They often appear in flaring-rimmed, 
low baskets which are shown in profile (see Fig- 
ure 28]. On several of the stelae, tall cylindrical 
objects composed of knotted fiber (Stelae 7 and 
4) or topped with a matted border (Stela 1), 
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are shown. Unfortunately all these objects are 
shown in full profile, and no top view reveals 
whether these were containers, like the low 
bowls, or stacks of knotted flexible material. 
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See the section "References to GII" above. This 
pan-Maya symbol appeared at Yaxchilan for the 
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Basal monsters on 
Yaxchilan stelae: 

a, Stela 1, author 
drawing; b, Stela 7, 
drawing by Ian 
Graham; c, Stela 4, 
author drawing. 
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Bloodletting equip- 
ment: a, e, Lintel 14, 
and b, c, Lintel 25, 
details from draw- 
ings by Graham 
(1977:37,55]; d. 
Stela 5, author 
drawing. 
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first time as an illustration of the accession of 
Bird Jaguar IV on Lintel 1 (Figure 295). 


BUNDLES 


The image of women holding bundles during 
royal accessions appears more at Yaxchilan 
than at other cities (see Figure 29d). On six 
Yaxchilan lintels (1, 5, 7, 32, 53, 54] women 
hold bundles on the occasions of accession, Pe- 
riod Ending, and accession anniversaries of an- 
cestral rulers. At Yaxchilan and elsewhere, the 
bundle is used glyphically as a metaphor for 
accession. Merle Greene Robertson became 
interested in the possible contents of the mys- 
terious bundles while making rubbings in Yax- 
chilan. In a subsequent paper, she suggested 
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that the bundles contained the bloodletting 
bowls seen on other monuments, the blood- 
letting equipment, and hallucinogenic mush- 
rooms.^^ Since then, a tomb containing the re- 
mains of a bundle has been opened. In the 
excavations in the Mundo Perdido area of Tikal, 
fragments of pigment from cloth were attached 
to two cache vessels, placed lip to lip, the shapes 
similar to the Yaxchilan bloodletting bowls. 
The vessels contained, among other things, ob- 
sidian blades, snail shells, snake skeletons, and 
turtle shells.* If this Tikal bundle was typical 
of other bundles, it can be assumed that the 
bundles were actually cloth-wrapped vessels 
filled with bloodletting paraphernalia and other 
ritual objects. The presence of hallucinogens 
has not yet been confirmed. Glyphically, the 
bundle is associated with bloodletting and ac- 
cession ceremonies. The bundle glyph, T684, is 
used verbally as an accession expression at Yax- 
chilan and elsewhere, referring to the bloodlet- 
ting activities associated with accession and 
kingship.^* One lintel, r, bears an affixed "spot- 
ted maize" glyph. The affixes read yi-ca or i-ca, 
and there is disagreement about the reading of 
T507, the "spotted maize" glyph. 


THE BIRD-CROSS STAFF 


On Yaxchilan Lintels 2 and 5 are crosses with 
flowers and small birds terminating the arms of 
the crosses (see Figure 29c]. Lintel 5 is the com- 
pletion of two uinals of Bird Jaguar's reign, and 
Lintel 2 is the five-tun commemoration of his 
reign. 

V. Garth Norman collected examples of the 
use of cross-like forms to represent trees in his 
interpretation of the three-branched cross on 
Izapa Stela 25.* He concluded that in all cases, 
the cross was a stylized tree. Tree symbolism 
appears in Maya art from the earliest period. In 
addition to the Izapa stela, tree images appear 
on Early Classic pots which illustrate royal hu- 
man participation in the cosmic process. The 
bird-cross scepter is probably a local reference 
to the Axis Mundi, as is the Sarcophagus Lid at 
Palenque.” 

Birds are often associated with cosmic or 
world trees. Examples are on Izapa Stela 25, on 
the Palenque Tablet of the Cross, and on cos- 
mological pots. In Maya art, these birds are 
usually the “principal bird deity.”°° At Yax- 
chilan, this deity does not appear, and the birds 
represented resemble those appearing in Bird 
Jaguar's name and the bird-and-flower head- 
dresses. They may be a way of specifying this 
cosmic tree symbol as a local one. The bird- 


cross scepter appears to be another reference to 
the destiny of the sacrificial blood spilled by a 
present and a future king on the Period Ending 
9.16.6.0.0, and to the completion of the five- 
year series of accession ceremonies for Bird Jag- 
uar IV on Lintel 5. 


THE GOD K BASKET-STAFF AND 
JAGUAR-PAW CLUBS 


A piece of regalia unique to Yaxchilan appears 
on two lintels (6 and 43), both of which com- 
memorate the same event on the same day 
(0.16.1.8.6). It consists of an image of God K sit- 
ting on a basket at the top of a staff (Figure 294]. 
Other unique items appear with it—namely, 
the jaguar-forearm clubs held by Bird Jaguar IV 
and his companion, Captor of Muluc, on Lintel 
6. The date on which the basket-staff event oc- 
curs is the seventh anniversary of the ritual 
ballgame Bird Jaguar performed before his ac- 
cession, and it appears that in some way the 
seven years were a necessary cycle for the suc- 
cessful completion of his confrontation with 
the Underworld Lords. This particular cere- 
mony was the beginning of a three-day rite 
which concluded with Bird Jaguar displaying 
the God K manikin scepter and his female as- 
sistant clutching a bundle. The God K and 
bundle suggest that the rites are related to ac- 
cession, and the ceremonies on these three 
days seem to finalize Bird Jaguar IV's lengthy 
quest for the throne. 


STREAMS OF OFFERINGS 


On six stelae, 1, 3, 4, 6, 7, and 18, drops fall 
from the outstretched hands of the ruler. The 
identification of this motif has been the subject 
of much speculation in the history of Maya 
studies. Teobert Maler described the falling 
circlets as little bee's heads. He called the motif 
a "honey cord" and a "string of joys" that 
was offered to grateful humans by a beneficent 
deity?! Morley, more pragmatic, called it a 
“maniple-like appendage, the lower ends rest- 
ing on an altar(?)."?? J. Eric S. Thompson did not 
specifically identify the liquid flowing from 
the hands of rulers on Yaxchilan stelae, but he 
did deal with the symbols contained therein: 
the yax, Kan Cross, and jade symbols, which he 
noted were interchangeable prefixes to a glyph 
that introduced rulers names and Emblem 
Glyphs. He called this the "Water Group."*? 
George Kubler noted the circlets being thrown 
from the outstretched hand of the ruler on Pie- 
dras Negras Stela 40 and called them "grains of 


maize.” It has also been suggested that these 
were grains of copal incense.” To all these au- 
thors, the undulating form suggested an offer- 
ing of a substance that could be poured. 

The interpretation of the nature of this offer- 
ing has changed recently as the prominence of 
blood in Maya ritual and visual idiom has been 
convincingly demonstrated. Linda Schele iden- 
tified the circlets on Lintel 24 near Lady Xoc's 
mouth as she pulled a thorny cord through her 
tongue as blood. David Stuart extended the 
identification of such dots to the motifs on 
the Yaxchilan, Tikal, Piedras Negras, and other 
stelae, suggesting an iconographic relationship 
between the dotted streams falling from the 
rulers’ hands and the dotted scrolls in the upper 
registers of stelae from the central Petén. These 
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Hand-held objects: 


a, God K basket- 
staff, Lintel 6; 

b, God K manikin 
scepter, Lintel r; 
C, bird-cross staff, 
Lintel 2; d, bundle, 
Lintel 1. Details 
from drawings by 
Graham (1977: 13, 
15, 23). 
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dotted streams and scrolls, he suggested, are 
royal lineage blood." The argument is quite 
convincing, since the penis perforator is shown 
in front of (if not inserted in) the ruler’s groin 
on the Yaxchilan stelae. Several authors, in- 
cluding Karl Taube, have argued that the dotted 
streams, the infixes of maize-like dots within 
the streams, and the dots on the "Water Group” 
prefix refer to both maize and blood. Taube re- 
fers to both modern and ancient agricultural 
practices and linguistic evidence which relate 
the seeds of beautifully formed maize to blood.? 
I present no new evidence on this subject, but 
agree with Taube, Cecelia Klein,” Mercedes de 
la Garza,“ and others that the sign is likely to 
be multivalent. It is surely a reference to blood- 
letting, maize planting, and feeding the spirits 
of the ancestors as simultaneous nurturing du- 
ties of the kings on the behalf of the community. 


Symbolic Elements of Costume 


The royalty of Yaxchilan appear on monuments 
completely dressed for the ritual in process. 
Costume is the most elaborated subject of the 
monuments. Its representation is highly codi- 
fied because it bears the burden of communi- 
cating the nature of the occasion and the role of 
the ruler as an impersonator of the gods in the 
cyclical cosmic drama. Headdresses and ob- 
jects held in the hand were selected as impor- 
tant elements in the ritual and provide the 
most secure clues to the nature of the occasion 
portrayed. When the kings and their assistants 
dressed for ritual occasions, they selected from 
a large inventory of symbolic objects. 


ROYAL HEADDRESSES 


Fourteen varieties of headdress were used by 
royalty at Yaxchilan. Most of these are local 
versions of traditional pan-Maya headdresses 
worn by contemporary rulers at various sites in 
the Central Lowlands. In addition to the four- 
teen varieties of royal headdresses, other head- 
dresses worn by captives, foreigners, or super- 
naturals appear on the Yaxchilan monuments. 


The Long-Snouted-Beast Headdress 

One headdress, standard throughout the Maya 
area from early times (i.e., 9.0.0.0.0 on El Za- 
pote Stela 5}, seems to be composed of the head 
of a caiman, identified by its upturned snout 
(perhaps made of wood or plaster) and the mir- 
ror infixes which frequently appear in its flesh. 
This identification is not secure, and so the 


term “long-snouted beast” will be used until a 
firmer identification can be made. At Yaxchi- 
lan, only one long-snouted head is worn at a 
time, though at other sites they can occur in 
stacks. To this basic headdress can be added 
many elements, according to the ceremonial 
context or local prerogative. Its earliest appear- 
ance at Yaxchilan is on Stela 27 from 9.4.0.0.0, 
where it is an accessory to the bloodletting 
scene. It appears on all subsequent Period End- 
ing stelae except an aberrant one (Stela 9). Un- 
fortunately, most of the heads of the rulers on 
the stelae are missing, though usually enough 
clues remain to indicate the presence of the 
long-snouted-beast headdress. Stela 6 provides 
the best example of a Late Classic Period End- 
ing stela headdress (see Figure 30a). The beast’s 
elongated snout and spiral eye are clearly vis- 
ible. At the upper back portion of the head- 
dress, a GI head emerging from a serpent mouth 
can be discerned. Just above the beast head there 
is a cantilevered akbal medallion. Behind that, 
on the main part of the headdress, a skull form 
can be seen. This assemblage of elements is sim- 
ilar to those found on the front head of a Cosmic 
Monster. The headdresses appearing on the 
later monuments Lintel 13 (on Lady Great 
Skull], Lintel 3 (on Bird Jaguar IV's companion], 
and Lintel 14 (on Lord Great Skull) also carry 
such medallions, and in each case bloodletting 
is implied by the presence of the bloodlet- 
ting loincloth, the penis perforator, or bloodlet- 
ting knots. 

On Stelae 11 and 31, the beast head is com- 
bined with a GI diadem as the traditional Period 
Ending and bloodletting headdress. On lintels 
(the stelae are too eroded to observe properly) a 
jaguar tail and skeletal serpent upper jaw are 
sometimes tied on by the headband of the me- 
dallion. A beaded headband is always tied on 
between the beast head and the forehead of the 
wearer. This headdress is worn on bloodlet- 
tings at Period Endings and other sacrificial cer- 
emonies. It is not worn with an ahau pectoral, 
but with a GI or K'in pectoral. It always is worn 
with a jade collar, and often with a human head 
or half-backrack. 

Two women holding bundles wear the long- 
snouted-beast headdress, on Lintel 5 and Lintel 
53. Other appearances are on Lintels 14, 13, 5, 
3, and 6; Stelae 11, I, 27, 3, 6, and 5. 


The Drum-Major Headdress 

The drum-major headdress is part of a specific 
costume created by Bird Jaguar IV (see Figure 
30d). The headdress appears only on lintels. It 
was first portrayed on the lintels of the three 
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Yaxchilan head- 
dresses: a, long- 
snouted beast, Stela 
6, author drawing; 

b, Mexican year 
sign, Lintel 17; 

c, bird-and-flower 
diadem, Lintel 26, 
and d, drum major, 
Lintel 1, details from 
drawings by Graham 
(1977:13, 43, 57]. 
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structures Bird Jaguar IV dedicated in 9.16.6.0.0. 
The tall cylindrical headdress sits on the head 
of a large bird or other animal with a down- 
turned, hooked beak. This is the headdress Bird 
Jaguar IV wore on his accession lintel (1), and it 
is the headdress most frequently associated 
with the holding of the God K manikin scepter 
and the bundle. It is part of the regalia for dy- 
nastic succession and accession anniversaries. 
When Bird Jaguar IV wears this headdress, he 
always wears a backrack. In some cases it is 
clear that the backrack has a skyband frame- 
work (Lintels 2, 5, 32, 42, 53). Two kinds of or- 
naments are added to this headdress: the GI- 
Venus-serpent ornament and mirror medallions 
(either or both]. 

This headdress is a local variation of the 
drum-major headdress worn in accessions at 
Palenque,? where it was handed to Pacal by his 
mother as depicted on that site's earliest figural 
monument, the Oval Palace Tablet, dating to 
after 9.9.2.4.8 (A.D. 615}. An earlier use of a 
similar tall, beaded headdress was at Lacanha 
on Stela 1, dated 9.8.0.0.0.9 At Yaxchilan it was 
adopted during the reign of Bird Jaguar IV in an 
obvious attempt to participate in a regional 
(Western Maya] tradition. Similarly, for his ac- 
cession, Bird Jaguar's predecessor, Shield Jag- 
uar, demonstrated his links with Uaxactun and 
Piedras Negras by wearing a "balloon" head- 
dress.“ The drum-major headdress appears on 
Lintels 53, 32, I, 42, 5, 54, and variations of it 
on Lintel 2 and Stela 16. 


The Balloon Headdress 

The image of his accession on Lintel 25 shows 
Shield Jaguar wearing a "balloon" headdress 
(see Figure 98). This is the first known use of 
the balloon headdress on monumental sculp- 
ture at Yaxchilan, although it was used as early 
as 8.17.0.0.0 at Uaxactun on Stela 5.9 In the 
Usumacinta region, its first use was at Piedras 
Negras on Lintel 4, in a scene of royalty and 
warriors dedicated around 9.11.7.0.0. Shield 
Jaguar's accession image on Lintel 25 combines 
motifs from historical monuments and regalia 
signifying foreign glory with an innovative, 
complex double-figure composition. From the 
past was borrowed the "Vision Serpent." The 
emergence of the king from the maw of the Vi- 
sion Serpent was not unprecedented; for ex- 
ample, it appears on the Yaxha vase. Adherence 
to tradition was also demonstrated through the 
use of the balloon headdress and the Tlaloc 
mask and head at either end of the "Vision Ser- 
pent." Tlaloc iconography is often used to sig- 
nify warfare that was undertaken in response 


to or at the behest of Venus' first appearance as 
Evening Star; however, in this instance, no 
such event can be related to Shield Jaguar's life. 


The Bird-and-Flower Diadem 

Another headdress consists of four large cir- 
cular blossoms attached to a headband that is 
tied onto the head (see Figure 30c). A hum- 
mingbird sucks at each of the four blossoms. 
Flower and bird are shown in profile or top 
view, depending on their location. The head- 
dress can be worn by itself, as on Lintel 25 and 
the Structure 21 New Stela (Stela 34?) (rear), or 
it can be added to a long-snouted-beast head- 
dress. Large mirror medallions are added to two 
of the diadems on Lintel 54 and a frontal GI or- 
nament to the diadem on Lintel r. 

The bird-and-flower diadem is found in the 
area between the Central Petén, the Pasión, 
and the Usumacinta. It seems to have devel- 
oped after 9.13.0.0.0. Its first appearance in 
Yaxchilan art is at 9.14.15.0.0. At other sites, it 
can be worn alone or with other elements by 
the ruler on Period Ending stelae (e.g., Agua- 
teca Stela 7, Tikal Stelae 16 and 22, Site Q Ste- 
lae A and B). At Yaxchilan, it is worn not by the 
ruler but by another member of the royal fam- 
ily. On three of the six occasions upon which 
it is depicted, a female bloodletting assistant 
wears it. An ahau pendant always comple- 
ments the selection of this headdress. 


The Tlaloc and Year-Sign Headdresses 

The Tlaloc headdress and the year-sign head- 
dress are related through being attached to a 
rectangular headband at Yaxchilan. One or both 
appear on Lintels 8, 17, 24, 25, and 41. The im- 
age called “Tlaloc” (the central Mexican rain 
supernatural whose meaning in the Maya area 
is discussed in the last section of this chapter] 
is a masklike object characterized by large, cir- 
cular eyes, a few upper teeth, no lower jaw, and 
a skeletal or curved nose. The Tlaloc mask has 
no headdress “base” and must be tied onto the 
head (Figure 31a). The "year sign" is composed 
of stiff material bent into a particular format re- 
sembling the trapezoidal Mexican year sign. It 
is also attached to the head with cloth (Figure 
30b). This headdress was used at many sites as 
war attire. At Yaxchilan, its historical con- 
texts are actual (rather than implied) bloodlet- 
ting by women, actual capturing of sacrificial 
victims, and the portrayal of Shield Jaguar in 
his role as warrior on his accession day. In the 
capture scenes, the typical Yaxchilan war out- 
fit—a long scarf, a cape and skirt of spotted ma- 


terial, and feather plumes—complement the 


73 


The Cosmos, Rulers, 
and Regalia 


31. 


5 
$254 
n «20 


Yaxchilan head- 
dresses: a, Tlaloc, 
Lintel 8; b, quad- 
ripartite, Lintel 14; 
c, Skeletal serpent 
and monkey skull, 
Lintel 25; d, coiled 
serpent- Chac Xib 
Chac, Lintel 3. De- 
tails from drawings 
by Graham 1977: 17, 
27, 37, 55. 
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Tlaloc and/or year-sign headdress elements. 
The origins of this outfit are discussed more 
fully at the end of this chapter. 


The Quadripartite Headdress 

The quadripartite badge is composed of a skele- 
tal long-snouted head with a k’in infixed in its 
forehead.” Above the skeletal head are a shell, 
a stingray spine, and a crossed-bands symbol. 
These elements refer to the three levels of the 
Maya cosmos: shell = Underworld; stingray 
spine = terrestrial realm; crossed bands = ce- 
lestial realm.“ It appears in Maya art at the in- 
ception of the Classic Period in statements and 
imagery relating a ruler to the esoteric knowl- 
edge of the supernatural. At Yaxchilan the quad- 
ripartite badge appears for the first time late in 
the reign of Bird Jaguar IV as a headdress worn 
by posthumously portrayed individuals, namely 
deceased ancestors, and regents (see Figure 
31b). On Lintels 32 and 14 and Stela 1 the indi- 
viduals wearing the headdress were portrayed 
after their deaths by their heirs. 

Schele identified the Quadripartite Monster 
as the sun that moves through the three cosmic 
levels on its daily journey,? and this identifica- 
tion has formed the basis of the refinements 
which have been presented. Freidel suggested 
that it is the skull of Hun Hunahpu, which was 
planted in a tree by Vucub Hunahpu, and which 
spit into the hand of Blood Woman, thus engen- 
dering the Hero Twins.” Based on the quad- 
ripartite badge’s obvious solar and sacrificial 
references, and on the fact that it was worn by 
deceased royal ancestors at Yaxchilan, I agree 
with Freidel that it represents the skull of the 
First Father (Hun Hunahpu}, but I think its 
meaning was conflated with the skull of Hu- 
nahpu (which was used as a decoy in the Under- 
world ballgame}, who is apotheosized as the 
sun. At Yaxchilan, it seems to signify that a de- 
ceased member of a royal lineage is identified 
as the sun. 

The solar symbolism of the quadripartite 
badge is reinforced on Lintels 14 and 9, on 
which it was attached to the headdresses of 
Lady Great Skull and Lord Great Skull, re- 
spectively. The ceremonies commemorated on 
these lintels occurred near summer solstices 
many years apart. Lintel 14 relates to a shift of 
political power at the city, as does Lintel 9, 
which falls at the end of Bird Jaguar's reign and 
prior to that of his son, Shield Jaguar II. When 
Lintel 14 was carved, Lady Great Skull had 
died; this is posthumous use of the quadripar- 
tite headdress. The date of carving of Lintel 9 is 
less clear, and it cannot be confirmed that Lord 
Great Skull is portrayed posthumously there. 


The Skeletal-Serpent-and-Monkey-Skull 
Headdress 

A two-headed creature is attached to a head- 
dress seen on three monuments. One of its 
heads is a skeletal serpent and the other is prob- 
ably a monkey skull (Figure 31c). As worn by 
Lady Xoc on Lintel 25, the headdress appears as 
a headband with no other adornments. Lady 
Xoc holds a similar creature on her outstretched 
wrist (see Figure 98). With a life of its own, it 
rises from her wrist toward the image of Shield 
Jaguar above her. The two bicephalic creatures 
are arranged so that on the headdress the mon- 
key skull is in front of her head and the serpent 
skull behind and lower, while the converse is 
true of the creature on her wrist. The monkey 
skull on her wrist almost seems to drink from 
the bowl of bloodletting equipment she holds 
in her other hand. 

Lady Ik Skull wears the skeletal-serpent- 
and-monkey-skull headdress and carries the 
same creature on her hand on Stela 35, found in 
Structure 21. The Vision Serpent floating be- 
hind her is reminiscent of the one on Lintel 25. 
On Stela 35, a "year sign" is affixed to the head- 
dress and a band of "death eyes" appears above 
the skeletal body in her headdress. As on Lin- 
tel 25, the occasion seems to be one of the 
adoption of royal duties, this time by Lady Ik 
Skull.” She is shown with this creature on 
one side of the stela and on the other side is 
portrayed engaged in active bloodletting. A 
skeletal-serpent-and-monkey-skull headdress 
is worn by Bird Jaguar IV on Lintel 17, the only 
lintel in which a ruler spreads his legs in the 
unequivocal position of penis perforation (Fig- 
ure 93). He wears a striped cloth around his 
waist, identical to the one that Lady Xoc wears 
on Lintel 25. Both also wear the bar pectoral. 
The occasion of Lintel 17 is not certain; no 
date is given, though the text seems to state 
that the ceremony was done in connection 
with the birth of Chel-te, the child who later 
became Shield Jaguar II. The snake has shed its 
skin; the monkey (sun) is dead; perhaps this 
headdress signifies the deathlike state deriving 
from blood sacrifice which is necessary for ini- 
tiation into power in shamanic societies." This 
headdress is not common at other sites. 


The Coiled-Serpent Headdress 

A headdress composed of a giant coil of spotted 
material—snakeskin or a roll of stuffed jaguar 
pelt— was invented during the reign of Bird Jag- 
uar IV [see Figure 31d). It is worn with a stan- 
dard set of accessories: a bead headband, the 
^bell element," a stuffed jaguar tail, a jester god, 


. the serpent-wing element, muan bird feathers, 


and the GI-Chac Xib Chac diadem. A rela- 
tively naturalistic serpent is attached to the 
front of two of the headdresses. The coiled- 
serpent headdress is twice worn with a God C 
loincloth. The king wears a knot around his 
neck and a backrack with this headdress. 
. On three of the occasions, the ruler holds 
the God K scepter, and once he holds the flap- 
staff, a staff to which a cut cloth is attached and 
which is associated with summer solstice cere- 
monies. Each occasion is an anniversary. The 
Lintel 33 date is 6 X 365 days after the previous 
time Bird Jaguar held the flapstaft.” The Lintel 
7 date is 8 X 365 days since Bird Jaguar played 
the ballgame in the Underworld on 3 Muluc 15 


Mac (Structure 33, Step VII). Lintel 3 commem- 
orates the four-tun anniversary of Bird Jaguar 
IV’s accession and a Period Ending, and Lintel 
52 is the fourteen-tun anniversary of his acces- 
sion and a Period Ending. 


The Waterlily-Jaguar Headdress 

On the monuments he commissioned himself, 
Shield Jaguar used only three kinds of head- 
dresses: a jaguar head with a bit of waterlily fo- 
liage on top when he had taken a captive, the 
balloon war headdress for accession, and a 
feather bonnet for fighting. At Yaxchilan, the 
simple waterlily-jaguar headdress was worn 
only by Shield Jaguar (see Figure 324]. 
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Yaxchilan head- 
dresses: a, waterlily 
jaguar, Lintel 4; 

b, waterlily-GIII jag- 
uar, Lintel 6; 

c, feather bonnet, 
Lintel 45; d, fish eat- 
ing waterlily, Lintel 
6. Details from 
drawings by Graham 
(1977 : 19, 23; 
1979:99]. 
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Yaxchilan head- 
dresses: a, cloth 
through double loop, 
Lintel 41, detail 
from drawing by 
Graham (1979: 91]; 
b, tall beaded 
helmet, Structure 
44, Step I, detail 
from drawing by 
Graham (1982 : 166]; 
c, snaggletooth, 
Stela 1, author draw- 
ing; d, monkey 
skull, Stela r, author 
drawing; e, deer, 
Structure 44, Step 
VI, detail from draw- 
ing by Graham 
(1982:173]. 


The Waterlily-GIII-Jaguar Headdress 

A headdress that appears on only two monu- 
ments (Lintels 6 and 43; see Figure 32b} con- 
sists of a large jaguar head with a Venus glyph 
as eye. The chin strap is a waterlily, as is the 
growth on top of the jaguar head. A hank of tied 
hair billows out of its mouth, indicating that it 
has swallowed one of the Palenque Triad (GI or 
GIII). The two lintels commemorate the same 
event shortly after the accession of Bird Jaguar 
IV. It appears to be a three-day ceremony re- 
lated to the Lintel 24 event and to the ballgame 
event on Step VII of Structure 33. The presence 
of the supernatural jaguar-GIII headdress in the 
context of a ballgame commemoration sug- 
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gests that Bird Jaguar IV is impersonating Xba- 
lanque, the archetypal ballgame player associ- 
ated most closely with GIII. 


The Feather Bonnet 

In some of Shield Jaguar's battles, he wore a 
simple headdress of medium-length feathers 
attached to a stiff base. This can be seen on 
Lintel 45 (Figure 32c), and it was likely shown 
on Lintels 44 and 46 as well. Bird Jaguar IV 
wore this headdress on Lintel 16, where it may 
have been chosen as the simplest alternative by 
an artist who had little expertise in rendering 
costume detail. 


The Fish-and-Flower Headdress 

The fish-and-flower headdress is worn by ball- 
players during the ballgame scenes on Struc- 
ture 33 steps and by Captor of Muluc in his role 
as ritual assistant on Lintel 6 (Figure 32d), the 
lintel that commemorates Bird Jaguar IV's ball- 
game event. The fish nibbling a waterlily flower 
is a pan-Maya symbol of the watery Under- 
world. The imagery is derived from observation 
of the ecological processes in the tropical forest 
swamps and canals made to support raised-field 
agriculture." 


Elements of Headdresses 

Male headdresses often include many common 
elements, some of which were used in many 
cities. The "serpent wing," called ^wing panel" 
by Herbert Spinden,” functions as a sort of ear 
ornament or lateral head ornament for a head 
worn as a headdress. It is often attached to the 
headdress head by means of a long, tubular jade 
bead. Other elements include a squared, con- 
ventionalized serpent head, such as the one pro- 
truding from Bird Jaguar's headdress on Lintel 1 
(Figure 30d), which appears at other sites on 
loincloths and headdresses. Common at many 
sites are medallions cantilevered from the front 
of the headdress often associated with the Pe- 
riod Ending costume, as they are at Yaxchilan. 
Most are quite eroded, but their general form 
is like the cantilevered akbal medallion fre- 
quently worn by God D.” Mirrors were worn by 
Bird Jaguar IV in his accession portraits, most 
likely as a metaphoric statement that he was 
the mirror of his people." Stuffed jaguar tails 
were worn by kings at many cities. Recently 
David Stuart showed that a glyphic compound 
consisting of a knot and jaguar tail was some- 
times used to express a child-father relation- 
ship.” Possibly the jaguar tail in many royal 
headdresses also refers to the descent of the son 
(present king) from his royal father. A universal 
element in Maya royal regalia is the "jester god" 
ornament attached to the front of the forehead 
or headdress. It was identified by Schele as a re- 
ferent to the ruler as the living manifestation of 
God K. Many such ornaments actually survive, 
carved both of jade and obsidian. 


HEADDRESSES WORN BY ASSISTANTS 
AND CAPTIVES 


Cloth through Double Loop 

A headdress consisting of a spotted cloth or 
strip of paper passed through two circular ob- 
jects with a projecting, undulating lower edge 
is associated with sacrificial victims and as- 


sistants (see Figure 33a]. It is worn by a pris- 
oner of Shield Jaguar on Step V of Structure 44, 
by Lady Ahpo Ik on Lintel 41 (she holds blood- 
letting equipment, and Bird Jaguar IV captured 
Jeweled Skull that day], and by an unidentified 
assistant on Stela ro. In each case the wearer 
also wears a knotted cord around the neck. 


Tall Beaded Helmet 

A tall beaded helmet fitting snugly over the 
elongated Maya cranium appears on three pris- 
oners at Yaxchilan, two of whom are the same 
person, Ah Chuen (see Figure 33b). The records 
of Ah Chuen's capture appear on Stela 18 and 
Step IV of Structure 44. The third helmet is 
from the Structure 44 steps, but the figure is 
badly eroded and no personal identification 
is possible. A similar helmet with an additional 
lobed lower edge is worn by the warrior present 
at the Period Ending ceremonies commemo- 
rated on Stela ro and by the local La Pasadita 
ruler on Lintel 2 of that site, and also appears on 
a noble paying homage to Shield Jaguar II on 
the "Kimbell Panel" from Laxtunich (see Figure 
38a, in Chapter 4). The beaded headdress was 
worn on some of the earliest Maya monuments. 


Snaggletooth Headdress 

A skeletal version of the long-snouted-beast 
headdress has the teeth and fangs of the snake 
prominently displayed, hence the name "snag- 
gletooth" (see Figure 33c). It is worn by de- 
ceased royalty in some ancestor cartouches and 
by some bloodletting assistants (both on Stela 
1). The supernatural in the cartouche in the 
body of the Cosmic Monster on Step III of Struc- 
ture 44 also wears it. 


Monkey-Skull Headdress : 

A headdress consisting of an animal skull, per- 
haps a monkey, is worn by the figure of GI or 
GIII that appears between the ancestor car- 
touches on the temple side of the cosmological 
stelae (see Figure 33d). Floyd Lounsbury pro- 
posed that a skeletal image of Venus in the 
Grolier Codex page 6 corresponds to Venus as 
Evening Star, and he has found parallels in Cen- 
tral Mexico for the association of the skull 
with this station of Venus.” If this is so, the im- 
age symbolizes GI or GIII as Venus, between 


the ancestral parents of the ruler, riding the 
skyband. 


Deer Headdress 

Deer headdresses appear at many sites. At Yax- 
chilan, they are not worn by the local nobility, 
but by captives or warriors (see Figure 33e). An 
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individual wearing the deer headdress was cap- 
tured in 9.8.0.15.11 (Structure 44, Step VI). A 
man in a deer headdress appears on Lintel 12 as 
the king’s ally. Two captives of Shield Jaguar II 
wear the deer headdress on Stela 5. 


BACKRACKS 


The Maya ritual costume should be considered 
as a sculpture in the round. A fully adorned 
ruler wears regalia towering above his head, en- 
circling his chest and waist, flowing down his 
sides, covering shins and feet, and attached to 
his back. Usually this elaborate, agglutinative 
costume is portrayed from front or profile view, 
and either way, the backrack is obscured, or 
only the sprays of feathers can be seen. How- 
ever, as can be seen in the few images of the 
backs of Maya elite, backracks contained, in 
addition to abundant green feathers, important 
symbolic items, usually of cosmographical or 
ancestral significance. 

The backrack was a lightweight structure at- 
tached to a thick belt. Some Maya figurines, 
such as the one in the Kimbell Art Museum, 
demonstrate how the backrack was attached. 
The belt is thickly padded or stuffed in the 
back, and two holes pierce it. Into these holes 
were placed the sticks that formed the frame- 
work of the backrack. 


Small Circular Cosmological Backrack 

The small cosmological backrack is portrayed 
three times at Yaxchilan, including once on the 
early Stela 14. It is clearly shown on Step VIII of 
Structure 33 (see Figure 34a). There the artist 
turned the figure of Bird Jaguar III so that the 
backrack is clearly displayed. The framework 
of the backrack consists of the Cosmic Mon- 
ster with a deer-eared dragon as its front head, 
the tail of a caiman, and a quadripartite badge 
(skull of the First Father—Sun) riding on the 
monster. In the center of the "body" of the 
monster is a pendant worn on many occasions, 
carved with the image of a profile jaguar. This 
monument shows Bird Jaguar IV's grandfather 
engaged in the cosmic pursuit of playing the 
ritual ballgame. His opponents were likely the 
Lords of the Underworld. 

This backrack appears again on Stela rr, 
worn by Bird Jaguar IV on the occasion when he 
portrayed himself as receiving authority for the 
maintenance of the sun on summer solstice 
prior to the death of his father. Thus the two 
times it appears in the Late Classic Period, it is 
associated with events of cosmic significance 


outside of the rhythm of Period Endings. This 
small backrack could also have been worn on 
other monuments where the ruler is shown in 
front view. 


Skyband Backrack 

As shown from the front, the skyband backrack 
extends horizontally below the shoulders (see 
Figure 34c). A rectangular, sometimes single- 
stepped, rigid framework above the feathers is 
decorated with celestial symbols. At the upper 
corners of the frame are stylized bird heads. 
This backrack is always worn when the long- 
snouted-beast base is crowned with the drum- 
major headdress. The skyband backrack appears 


only on lintels portraying the bundle motif or 


the bird-cross scepter and on Stela 9. Four of 
the six monuments on which it is found were 
planned for dedication in 9.16.6.0.0. At this 
time, Bird Jaguar IV seems to have initiated 
the use of this backrack. The events are all 
anniversaries or commemorations of previous 
events. 


Horizontal Spray of Feathers or 
Half-Backrack 

The feathers of another style of backrack extend 
laterally from the body between the shoulders 
and the knees (see Figure 34b). This back- 
rack was also brought into vogue by Bird Jaguar 
IV. It is worn on Bird Jaguar IV's accession and 
other occasions when the God K manikin scep- 
ter is held and in the ballgame. It is associated 
with the combined long-snouted-beast plus 
drum-major headdresses, with coiled-serpent- 
GI headdresses, and with bird-and-flower head- 
dresses. 


Full-Length Backrack 

Feathers extend from above the head to the 
ground in the full-length backrack (see Figure 
34d). It is worn on Stela 2, an early monument, 
and by Shield Jaguar on his accession monu- 
ment, Stela 19. It also appears on the flap- 
staff - summer solstice monuments. 


Human-Head Backrack 

Composed of a life-size human head with a 
small animal-head headdress and triple jade 
plaque pendants, the human-head backrack is 
tucked into the ruler's belt on the rear (see Fig- 
ure 34e). It is part of the traditional Period End- 
ing costume as seen on stelae and a few lintels. 
It is worn with the pointed hipcloth and the 
long-snouted-beast plus GI headdress. This 
backrack appears on early monuments, such as 


a panel from Bonampak in a private collection 
dated around 9.3.0.0.0, and Stela 27. It was 
commonly used at other sites. 

A skull variant was worn by Shield Jaguar 
during the capture of Ah Ahaual. Skull back- 
racks also appear in war contexts worn by 
Chan Muan on Bonampak Lintel 2. 

The full backrack worn on summer solstice 
and the human-head backrack are the Early 
Classic traditional forms at Yaxchilan. The 
half-backrack, skyband backrack, and circular 
backrack were introduced to the site during the 
reign of Bird Jaguar IV and are all associated 
with the monuments erected between his ac- 
cession and 9.16.6.0.0. 


MALE SKIRTS 


There are only five types of skirts (or lower 
torso and thigh coverings} worn by males at 


Yaxchilan. Type I (Figure 35a] consists of nar- 
row pelt or cloth strips tied with a sash. It ap- 
pears only twice—on Stela 15 in a capture 
scene and on Lintel 2, which is the five-tun an- 
niversary of the reign of Bird Jaguar IV. The 
context, person, and headdress are different for 
the two appearances of this skirt. 

Type II is a pointed hipcloth (Figure 35b, c]. 
This is Maya underwear and is worn by Maya 
rulers at many cities during bloodletting. Dedi- 
catory dates span the figural monuments. It is 
the traditional costume of the cosmological 
stelae. It also appears on lintels associated with 
Period Endings and penis perforation. It is worn 
mostly with GI plus long-snouted-beast head- 
dresses, and with the crossed-bands belt. The 
hipcloth shows an evolution in design from 
smooth to notched borders. The notched style 
appears at Yaxchilan after 9.16.15.0.0. 

Type III (Figure 35d) is made of panels with 
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Backracks: a, small 
circular cos- 
mological backrack, 
Structure 33, Step 
VIII; b, half-back- 
rack, Lintel 5; 

c, skyband backrack, 
Lintel 32; d, full- 
length backrack, 
Lintel 33; e, Human- 
head backrack, La 
Pasadita Lintel 1. 
Author drawings. 
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Male skirts: 

a, Lintel 2; b, Stela E: 
5; C, Stela 7, d, M 
Lintel 1; e, Lintel 5; jer T 
f, Lintel 16. Author —— 

drawings. 


crosshatching in the center and notches on the 
edges. It is worn four times, all after 9.16.5.0.0. 
Three examples are associated with the drum- 
major headdress and one with the GI-coiled 
serpent. On three occasions it is associated 
with the holding of the bundle. The ruler al- 
ways carries a shield when he wears this skirt; 
either God C or GIII appears on the shield. 

Of Type IV (Figure 35e) there are seven ex- 
amples. It is a mini-skirt with a plain or fringed 
hem. It appears early on Stelae 2 and r4, and 
later on Stelae 9 and 11. When it appears on lin- 
tels, it is associated with the crouching jaguar 
pendant. The mini-skirt appears different each 
time it is worn, making it difficult to generalize 
about how it is made. 

Sixteen figures wear a Type V skirt (Figure 
35f). It is very short, barely covering the hips, 
and made of pendants (most likely spondylus 
shells) attached at a single point onto a hip 
belt, so that they swing out, crashing together 
and making a tinkling sound when the wearer 
moves. This skirt is part of the war costume, 
which consists of a spear, a feather bonnet, this 
skirt, and the long scarf. Half of the appear- 
ances of the skirt are during captures. The other 
occasions on which it is worn include anniver- 
saries and summer solstice. Shield Jaguar wore 
this skirt with his jaguar headdress and his war 
bonnet. Bird Jaguar IV wore it with the Tlaloc, 
coiled-serpent, drum-major, and feather-bonnet 
headdresses. Only one example of Shield Jaguar 
II wearing this skirt remains, and he used a 
bird-and-flower headdress. 


The Body, Costume, and the Cosmos - 


Among the contemporary Quiché there exists 
a spatio-temporal alignment of the body to the 
cosmos. The front of the body is associated 
with things that happen in the present or fu- 
ture— divination of the future, one's descen- 
dants, birth, and the day Manik. The back of 
the body is associated with the past—the an- 
cestors and the day Ahau, on which the ances- 
tors are honored. Right is significant as associ- 
ated with Ben, maleness, the patrilineage, and 
lineage ceremonies; left is Cimi, female, and the 
marriage ceremony. Ritual sequences are sched- 
uled to coincide with the significance of the 
days associated with front, back, left, and right, 
and the reading of prognostications through the 
“blood lightning" depends upon what part of 
the body feels the lightning.? Two observa- 
tions from the monuments at Yaxchilan sug- 


gest that similar correspondences were con- 
ceived during the Classic Period. 

Specifically, this information may assist in 
interpreting the human-head and skull back- 
racks. The human-head backrack, which is 
worn on Ahau days, those associated with the 
ancestors by the contemporary Quiché and 
upon which all Period Endings in the Long 
Count fall, most probably represents the father 
or perhaps grandfather of the king. The idea 
that this is an ancestor is reinforced by the Pe- 
riod Ending backracks of Late Classic Tikal, 
which consist of skulls in ancestor cartouches, 
such as those on Stelae 5, 19, and 22. The asso- 
ciation of left with female, bowls, and bloodlet- 
ting equipment on Yaxchilan monuments is 
demonstrated by the fact that in every case 
that a bloodletting bowl is held, it is held by 
a female, and every time it is held in one hand, 
it is the left hand, even when the figure faces 
the viewer's right, as does Lady Great Skull on 
Lintel 14. 


Costumes Worn for Specific 
Occasions at Yaxchilan 


Several identifiable costumes were tradition- 
ally worn for certain occasions at Yaxchilan: 
a local Period Ending costume, an extra-local 
war costume, and a local summer-solstice out- 
fit (see Figure 36). 

Across the Maya area, the Period Ending in- 
volved the display of extra-local ornaments, 
war prowess, bloodletting, and the ancestors. 
Despite the common components of the cere- 
mony, each community selected a particular 
manner of representing it in order to create its 
own local visual idiom. Yaxchilan was unusual 
in that it showed the bloodletting ceremony, 
the means by which the ruler gained the eso- 
teric knowledge of the supernaturals, in prog- 
ress rather than completed. Yaxchilan’s earliest 
stela depicts a ruler in profile, scattering drops 
from his hand onto a basket. This image, in- 
vented in 9.4.0.0.0, became the template for 
Yaxchilan’s Late Classic stelae. The costume 
worn on each Period Ending in the Late Classic 
was identical during the reigns of Bird Jaguar III, 
Shield Jaguar I, Bird Jaguar IV, and Shield Jaguar 
II. It consisted of the long-snouted-beast head- 
dress, the GI diadem, the human-head back- 
rack, pointed hipcloth, k’in pendant, crossed- 
bands (Hero Twins} pectoral, a crossed-bands 
belt, an inserted penis perforator, knee-high 
sandal straps with mat on the shin, and ankle- 
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guard sandals. The “action” concept of the 
scene’s design—the king in profile, blood from 
the inserted penis perforator spilling from his 
outstretched hands into a basket—is unique to 
Yaxchilan, although less obvious blood-spilling 
is shown on some Tikal stelae after 9.13.0.0.0. 
Below the feet of the ruler in each Yaxchilan 
stela is a variation on the local Emblem Glyph, 
a Split Sky metaphor. 

The war outfit? consists of Teotihuacan- 
associated elements which seem to have been 
borrowed from or used because of relations 
with Piedras Negras. It is well documented that 
whenever the Teotihuacan-related regalia ap- 
pear in Maya iconography, it is in a context of 
aggression by an elite toward people from other 
locales. Wearing this costume, images of Yax- 
chilan kings carved on very tall stelae guarded 
their shore during the Late Classic. Warfare 
was so important that it was depicted on the 
very same stelae that documented accessions 
and Period Endings, as well as on many lintels. 
Compared to Piedras Negras, where the war 
stelae appear only after a katun of a king's 
reign, and where the war outfit includes bulky 
headdresses, the Yaxchilan war outfit appears 
on the kings' first stelae and is spare and de- 
signed for action. 

At the very beginning of the Classic Period, 
the Maya adapted Teotihuacan insignia, specif- 
ically the Tlaloc headdress, atlatl, and year 
sign, for use in situations of aggressive behav- 
ior (Uaxactun Stela 5 appears to commemorate 
the capture of a Tikal king by a Uaxactun one]. 
Its use in this context gradually became codi- 
fied as tradition over the period between about 
8.17.0.0.0 and 9.9.0.0.0 (A.D. 375—613). Never- 
theless, the Teotihuacan-derived insignia, al- 
though used for hundreds of years by the Maya, 
retained the connotation of making war on an 
inferior group. 

In a recent paper on the use of the “Teoti- 
huacan" costume at Piedras Negras, Andrea 
Stone suggests that foreign insignia may have 
been deliberately used as a means to differenti- 
ate the privileged status of the most powerful 
elite in the city from the larger group of high- 
ranking lineages and to reinforce political au- 
thority gained from association with the for- 
eign, exotic, high civilization at Teotihuacan.” 
Upon their accessions, Piedras Negras rulers 
wore traditional Maya insignia—an animal- 
head headdress (perhaps a jaguar head) to which 
is attached a large spray of feathers, serpent- 
wing elements, a medallion on the top, and 
various frets and mini-staffs bound into it. 
Teotihuacan-derived insignia—beaded head- 


dress, balloon headdress, square shield, snake- 
headed staff, fur tails attached to the wrist, and 
the year sign—were portrayed on the warrior 
stelae (26, 31, 35, 7, 8, 9}, which were erected 
one katun after each ruler's accession stela, 
thus setting up the two types as a deliberately 
contrived opposing pair. It is not clear, how- 
ever, whether the "Teotihuacan" style insignia 
seen on Maya monuments were actually im- 
ported from the Central Mexican metropolis, 
or whether the Maya copied such insignia using 
local materials. If the items were imported, 
this would indicate that the Maya rulers wear- 
ing imported goods had access to the materials 
through negotiated trade relationships. If they 
were simply copied, then the concept of exoti- 
cism was invoked, but the necessary infra- 
structure for foreign exchange was not impor- 
tant. The display of imported sumptuary items 
signified the acquisition of exotic information 
and the manipulation of widespread trade net- 
works among chiefs in ancient Panama.*? As 
such, wearing imported insignia was an active 
demonstration of the continuing exercise of 
supernatural power. These two theories have 
some parallels—specifically, the adoption of 
foreign symbols or insignia indicates increased 
status and power—but evidence for trade of 
carved jades and Teotihuacan insignia in the 
Maya area is lacking. 

The display of the powers evidenced by the 
war costume differed at Piedras Negras and 
Yaxchilan. At Late Classic Piedras Negras, com- 
munity affiliation and traditional beliefs were 
the most crucial concepts for a ruler to portray 
on an accession monument, and foreign rela- 
tions, including the relationship of dominance, 
were expected to be forged with other cities by 
the completion of a katun of rule. At Yaxchi- 
lan, the Late Classic rulers found it crucial to 
prove their military prowess prior to accession. 
Such demonstration was probably a prerequi- 
site for their claim to authority. The only stela 
that verbally records an accession, Stela rr, 
portrays pre-accession events rather than ac- 
cession itself. Stelae 3 and 6, which record the 
completion of katuns of reign by Bird Jaguar III, 
suggest that the format for accession and Pe- 
riod Ending are identical. Instead, at the katun 
ending following the accession, the king docu- 
mented a war victory on the east side of the 
stela (read first by the sun) and his accession in- 
formation and the accompanying bloodletting 
ceremony on the west side. 

After 9.9.0.0.0, the Teotihuacan-derived 
Maya war costume was portrayed in art at many, 
but not all, Maya ceremonial centers. What 


does its absence in the imagery at a site mean? 
At Palenque, for example, only one bit of ^Teo- 
tihuacan" iconography occurs—a Tlaloc mask 
as a headdress ornament worn by one of the 
stucco figures on the House C piers (on the 
west side rather than in the eastern court where 
captives are displayed). War was never explic- 
itly depicted at Palenque, either; yet it cannot 
be denied that Palencanos captured prisoners, 
for they are shown in the Northeast Court of 
the Palace. Did its position on the western 
frontier mean that Palenque's aggressors were 
non-Maya and therefore the Palencanos chose 
to create the appearance of alliance with the 
Maya tradition and the many Maya groups to 


should be added the role of imported objects or 
reproductions of them as evidence of status and 
esoteric knowledge. 


Its position along a major artery of transpor- 


tation within and beyond the Maya area meant 
that Yaxchilan could have had relatively fre- 
quent contact with nonlocals and perhaps non- 
Mayas. However, few obviously foreign trade 
items have been recovered in Yaxchilan. As 
shown in the art, the costuming reveals little 
direct input from non-Mayas. Most items were 
borrowed from the widespread, now "Mayan- 
ized" Teotihuacan war costume tradition—the 
feather bonnet, sleeveless tunic, claw pendant 
belt, and spear—but Yaxchilan seems to have 
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Traditional cos- 
tumes at Yaxchilan: 
a, Period Ending, 
Stela 6, author draw- 
ing; b, war outfit, 
Lintel 8 and c, sum- 
mer-solstice outfit, 
Lintel 9, details from 
drawings by Graham 
(1977 :27, 29]. 


developed a particularly useful item of war at- 
tire, the scarf of "cotton armor," ® and the skull 
backrack as well. The absence of traits im- 
ported from Zapotecs, Teotihuacanos, the cul- 
tures of Veracruz, and upper Central America 
suggests that the Classic Period Yaxchilan rul- 
ers consistently defined themselves within a 


the east? Perhaps, as Janet Catherine Berlo has 
suggested, there are several factors in the as- 
similation of extra-local symbolism—the de- 
gree and nature of trade relations (in the Palen- 
que case, clearly directed toward the center and 
even the southeast of the Maya area], the de- 
gree of development of the local style, and the 
rulers’ attitude toward innovation. To that list 


Maya cultural sphere, did not need to demon- 
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strate far-flung trade relations, and derived po- 
litical authority from the use of insignia typi- 
cal of Maya cities, not foreign ones. 

The other consistent costume was the sum- 
mer-solstice costume. It included a full-length 
backrack, a tall cylindrical variant of the drum- 
major headdress, a bar pectoral, a front rack of 
pendant human heads alternating with sec- 
tioned spondylus shells, and the flapstaff. To 
the best of my knowledge, Yaxchilan was the 
only city at which summer solstice played such 
an important role in the political and ritual 
process that a costume was designed specifi- 
cally for those ceremonies. The flapstaff was 
used at other cities prior to being shown on 
Yaxchilan sculpture, but not necessarily in the 
context of summer solstice. It appears to have 
originated at Balancan, far downriver, then to 
have been used at Site Q (as seen on the Cleve- 
land and Kimbell stelae), and finally to have 
played an important role in the passage of ruler- 
ship at Yaxchilan. In portrayals of a ruler hold- 
ing the flapstaff later than those seen at Yax- 
chilan, the flapstaff retains the connotation of 
accession or a passage of power.*6 (For addi- 
tional discussion, see "The Flapstaff and Sum- 
mer Solstice" in Chapter 4.] At several Maya 
sites, after 9.13.0.0.0, a smaller version of the 
flapstaff was sometimes attached to a head- 


dress. At Yaxchilan, the practice of including 
staffs in headdresses was adopted very late, 
only after 9.16.10.0.0. 

The other ceremonies depicted at Yaxchilan 
are generally non—- Period Ending ceremonies. 
Because they are unique representations of such 
events, and are unusual in the corpus of Maya 
monuments, the outfits seem unique as well. 

This iconography is intended to establish a 
vocabulary for the analysis of the scenes on 
monumental sculpture at Yaxchilan. It is also 
intended as a point of reference in studies of 
costumes and symbolic forms at other sites. 
Preliminary analyses I have undertaken on the 
costumes of Palenque and those done under my 
supervision by graduate students at UCLA in 
1986 on Caracol, Tikal, and Chichen Itza indi- 
cate that there is considerable variation in the 
use of specific costume elements and in the 
form of supernatural symbols at other sites. AI- 
though many supernatural symbols and royal 
costume elements are recognizably similar on 
the sculpture of different sites, I think it is not 
wise to assume that the meanings are identical 
without examining them in the contexts of his- 
torical background, specific ritual, and place- 
ment on the monument. The symbolic ele- 
ments analyzed in this chapter are considered 
in these contexts in the next three chapters. 


Manifesting Tradition: 
Imagery at Yaxchilan, 


In designing a scene on a Maya monument, 
many formal and iconographic decisions were 
set by aesthetic and political conventions 
which conformed to the requirements of ritual. 
Nevertheless, creativity in design and compo- 
sition was esteemed and to varying degrees, 
depending on the patron, was encouraged. Crea- 
tivity was probably seen as having total knowl- 
edge of the ritual needs of the art to the extent 
that new forms of expression could be devel- 
oped within those requirements. One can trace 
the role of pictorial innovation by examining 
the set of lintels in Structure 44. 

The Elegant Knot Artist, the Exuberant 
Scribe, and their workshop were the first de- 
signers of sets of figural lintels at Yaxchilan. 
They were commissioned by Shield Jaguar I 
(see Figure 3) to create three lintels for Struc- 
ture 44 (Figures 9—11] commemorating his cap- 
tures of powerful foes and to link those events 
to captures realized by Shield Jaguar's royal an- 
cestors. But they had no precedent for the por- 
trayal of such a scene on a monument. Only 


two kinds of scenes had appeared in Yaxchilan’s | 
monumental sculpture before this time. One . 


was the image of the king letting blood on the 
Period Ending and on the occasion of his acces- 
sion or the katun anniversary of his accession. 
These images included a king in profile view, 
standing rigidly upright with his hands out- 
stretched, dressed in a towering headdress, 
backrack, leg bands, sandals, jade collars, and 
other ornaments. The other image was of a 
king, also standing rigidly, holding a spear as if 
it were a staff, accompanied by a kneeling, al- 
ready vanquished captive. To this small inven- 
tory of sculptural themes present at Yaxchilan 
before 9.14.5.0.0, the Elegant Knot Artist and 


Part II, Scenes of 
Royal Ritual 


Exuberant Scribe added another type of scene, 
the active capture. Although they were given 
license to innovate this kind of scene, they still 
had to portray the costume that Shield Jaguar 
had worn during these sacred wars, and had to 
avoid defining the actual physiognomy of Shield 
Jaguar, in order to imply that all kings of Yax- 
chilan had performed similar ritual actions. 
Despite these restrictions, the artists (and prob- 
ably their royal collaborators) collectively de- 
vised an imaginative new pose and a new kind 
of hieroglyphic statement as well. The result 
was a set of lintels showing the same innovative 
but comprehensible scene in three slight varia- 
tions of composition, all executed in an elegant 
style that combined the artistic strengths of 
the two great artists, as discussed in Chapter 2. 

This experiment must have been considered 
successful, for ten years later, the workshop 
produced four more lintels designed for an- 
other building, Structure 23. Three extremely 
innovative scenes were produced (Lintels 24, 
25, and 26; see Figures 13-15] which drew 
from traditional Maya imagery produced at 
other sites and founded three new sculptural 
themes for monumental sculpture at Yaxchi- 


. lan. Whereas there had been two themes of fig- 


ural sculpture in the two hundred years before 
9.14.5.0.0, within forty years, by 9.16.5.0.0, 
there were thirteen. 

Because these scenes had to convey a spe- 
cific subject—sacred ritual—I call the distinct 
categories of scenes on individual monuments 
“sculptural themes.” Each type of theme por- 
trays a ritual. The glyphs often explicitly state 
what ritual was being commemorated, such as 
a capture or an accession to the throne, but 
sometimes the glyphs refer to holding a kind of 
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staff or to bloodletting when it is apparent that 
there is an unstated reason for the bloodletting. 
In these instances, the dates, which are often 
anniversaries of previous important events, and 
the significance of costume elements, as de- 
fined by known themes, supply additional in- 
formation about the significance of the new 
theme. Interpretations of the sculptural themes 
form the first major section in this chapter. 

As indicated in Chapter 2, several of the 
principles of order of space and time that were 
observed by Gary Gossen in twentieth-century 
Chamula also seem to have governed sculp- 
tural composition at Yaxchilan. The placement 
of symbols in a composition reflected catego- 
ries of ranking in community life—the hierar- 
chy of society and fundamental categories of 
discrimination such as the superiority of senior 
to junior, of high to low, of male to female, and 
of the changing positions of the sun as a pri- 
mary ordering principle. Actually it was not 
the art that conformed to such orderings as 
much as it was the costume worn during ritual. 
So those monuments which show a moment in 
the ritual in which the ruler displayed the en- 
tire spectrum of regalia are the ones which ex- 


hibit how the range of semantic niches on the 


ruler' body functioned during ritual and in 
monumental art. This will be demonstrated by 
an analysis of this composition on the local 
version of the Maya Period Ending or "cos- 
mological" stelae in the second part of this 
chapter and on a group of ten lintels in the 
third part. 


Sculptural Themes 


Compositions in art at Yaxchilan can be di- 
vided into thirteen sculptural themes as shown 
in Table 2. Most are related to themes created 
at other Maya sites, but all are distinctive com- 
positions created at and for Yaxchilan. This 
section discusses themes carved on lintels and 
stelae. The cosmogram theme, which consists 
of three independent scenes, is better discussed 
in the section on pictorial syntax at the end of 
this chapter. 


WARRIORS, CAPTURES, 
AND CAPTIVES 


Stelae: I, 2, 3, 4, 5, 6, 7, IO, II, 13, I5, I7, 
18, r9, 20, 22, always on the river side except 
Stela 11. Lintels: 4, 8, 12, 16, 26, 41, 44, 45, 46. 
Steps: Hieroglyphic Stairways of Structures 20 
(all glyphic) and 44 (with glyphs and images of 
captives). 


A sculptural scene can be classed as a war 
scene if the ruler holds a spear, if he wears the 
war costume consisting of the long scarf, skull 
backrack, feather bonnet or "Tlaloc" headdress 
(as shown in Figure 36b], or if a bound captive 
is present. War scenes on stelae occur on the 
river side of all Period Ending—cosmological 
stelae (to be discussed later in this chapter]. 
Their composition is routine—a victorious 
ruler wears the war costume, holds a spear, and 
his captive kneels by his side (see Figure 145 b). 

A scene identical to those on stelae was 
carved on some lintels, such as Lintel 16, Struc- 
ture 21. Other lintels, 8, 12, 44, 45, and 46, 
show the ruler actively taking the captive. In 
the Structure 44 lintels (Figure 153), Shield Jag- 
uar effects the capture alone, but on Lintels 8 
and 12, from later reigns, the ruler has an ally 
or assistant, and several captives are taken. The 
Structure 44 lintels were among the first in the 
Maya area to portray such unprecedented ac- 
tion as leaning down to grasp a captive by the 
arm, while holding a spear in the other hand. 
Despite the degree of action in the scenes, other 
realistic details such as blood and gore are not 
shown. Nor is the king shown as larger or more 
muscular than his captive. The victorious out- 
come of ritual battle seems foreordained by the 
presence of the war costume and insignia. To 
the twentieth-century viewer, it seems that the 
mere approach of the ruler caused his intended 
victim to fall to the ground, awed by the maj- 
esty of the king. After the victim was captured, 
stripped of ornament, his upper arms tied back 
with a cord that encircled his neck and some- 
times bound his wrists, he continued to gaze 
raptly at his captor. 

Captives always occupy the same register as 
the ruler in a composition. They are never 
shown in a separate register, under the ruler's 
feet, as they are at other sites such as Naranjo. 
However, in one building, Structure 44, images 
of the captives were literally underfoot. On five 
of the stair treads, images of kneeling prisoners 
are underfoot as one stands immediately in 
front of the building. 

Capture scenes at Yaxchilan are always one 
component of a larger composition. Even in the 
case of Structure 44, where only capture scenes 
decorate the lintels, the stairs include hiero- 
glyphic texts that explain the historical conti- 
nuity of royal valor in protecting the commu- 
nity's honor among several generations of the 
Jaguar lineage. When a capture scene appears 
on one lintel of a building, or on one side of a 
stela, that scene expresses the war facet of a 
cosmogram, as will be explained later. 


Theme 87 
Ruler Stelae Lintels Other 
| Scenes of Royal 
Warriors, captures, and captives Ritual 
Early ruler 33 
SJ 41 44, 23 | 44 (steps) 
BJIV 39, 40 21 
SJII 441, 20 20 
Bloodletting by penis perforation 
KEJ? 9 
BJIII 61^ 
SJ 41 
BJIV 36, 33 21 
SJII 20 
Bloodletting by tongue perforation 
SJ 23 
BJIV 21 21 
Bloodletting implied by bowls of implements 
SJ 23 
BJIV 21 21, 42 
SJII 20 
Vision Serpent 
SJ | 23 
BJIV 21 21 
SJII 20 
MKSIII 88? 
Bicephalic serpent with emergent God K 
BJIV 16 33 (steps) 
Bloodletting implied by bundles 
BJIV l, 13, 33 
SII 54, 55 
God K manikin scepter 
BJIV 1, 13, 33, 42 
SJII 54, 55 
Flapstaff and summer solstice 
SJ 41 
BJIV 40 13, 2 
Ballgame 
BJIV 33 (steps) 
Throne scene 
BJIV 39, 33 (roofcombs} 
33 [statue] 
21 (stuccoes] 
SII 54, 55 
La Pasadita lintel 
Kimbell Panel 
MKSIII 88 
Cosmogram 
BJIII 6^ 
SJ 41 23 
BJIV 39, 33, 40 21 
SJII 20, 44? 20 
Holding ritual objects 
SJ 23 
BJIV 1, 33, 42 Table 2 
^ Stela 3 was probably originally in front of Structure 6. Sculptural themes 


(by structure 
number) 
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BLOODLETTING BY PENIS 
AND TONGUE PERFORATION 


Stelae: I, 3; 4, 6, Ti 9, 18, 19, 20, 27, 3I, 33, 35, 
always on the temple side. Lintels: 17, 24. 


The sacrifices of royalty are the most fre- 
quent explicit and implicit themes of Maya art. 
Yaxchilan's explicit scenes of bloodletting al- 
lowed Proskouriakoff to identify the verb T712, 
the “hand-fish” glyph, as a bloodletting verb. 
She noted its appearance with bloodletting 
equipment, the bowls of obsidian lancets, sting- 
ray spines, cord, and bloody paper. The T606 
obsidian lancet glyph was associated with the 
scene of explicit tongue bloodletting on Lintel 
24.! As mentioned in Chapter 3, there are alter- 
native interpretations of the scenes of flowing 
liquid on Yaxchilan stelae, but the explicit 
bloodlettings on Lintels 24 and 17 certainly 
prove that this theme did exist in Maya art, and 
suggest strongly that among the substances 
sacrificed by kings on Period Endings was their 
own blood. 

Common elements of the explicit blood- 
letting scenes are the presence of the dotted 
streams that Schele and Stuart showed are 
blood? instruments of sacrifice such as the 
penis perforator, the Period Ending costume 
(see Figure 36a), and, on women, a Mexican 
year-sign headdress adorned with tassels. 

Penis perforation scenes on stelae are dis- 
cussed in the identification of God C in Chap- 
ter 3 and in the section on the pictorial syntax 
on stelae below. 

On Lintel 24 (Structure 23) and Lintel 17 
(Structure 21) are two well-known examples of 
females drawing thorny cords through their 
tongues (see Figures 95, 98). Both women wear 
Mexican year-sign headdresses and elaborate 
robes with embroidered or featherwork fringes. 
The bowl present in both scenes contains spot- 
ted strips of paper and the end of the thorny 
cord, as well as bloodletting equipment. On 
Lintel 17, Bird Jaguar IV is seated on a pile of 
rushes. The fact that his legs are spread at the 
knees is shown by the view of the sole of his 
right foot slightly elevated from the ground 
line. The long instrument in his hand could be 
none other than a bloodletter. The skeletal- 
serpent-and-monkey-skull headdress that he 
wears appears three times at Yaxchilan, all in 
scenes of explicit bloodletting. Another cos- 
tume item that signifies bloodletting is the 
striped waistcloth worn by Bird Jaguar IV and 
Lady Xoc on Lintels 17 and 25 respectively. 

The inscriptions on the stelae state that the 
occasions on which penis perforation was per- 


formed were Period Endings and accession an- 
niversaries. The illustrated event on Stela 1 is 
the Period Ending 9.16.10.0.0, and on Stela 3 it 
is the completion of a katun of rule by Bird Jag- 
uar III. Explicit bloodlettings on lintels occur 
on a variety of occasions. The date of Lintel 24 
is an accession anniversary and a rare Jupiter- 
Saturn conjunction.^ The event celebrated on 
Lintel r7 appears to be the birth of an heir to 
Bird Jaguar IV. His female companion here is 
not the mother of the heir, but Lady Ix, a ritual 
assistant. 

Many other symbols and motifs imply that 
bloodletting has occurred or will occur. They 
will be discussed in the following sections. 


BLOODLETTING IMPLIED BY 
BOWLS OF IMPLEMENTS 


Stela: 35. Lintels: 13, 14, 15, 17, 24, 25, 41, 43. 
Proskouriakoff identified the contents of the 
low bowl or basket on Lintels 24 and 25 as an 
obsidian lancet, stingray spines, rope, and paper 
strips upon which the blood was caught.» Com- 
pleted bloodletting is implied by the presence 
of the bloody strips of paper and the blood- 
letting bowl on monuments. The bloodletting 
bowl is held by women and frequently appears 
in scenes with the Vision Serpent. On Lintels 
I5, 17, and 25, it is clear that the women have 
autosacrificed. On Lintels 41 and 43 (Structure 
42], the female assistant holds the bowl and 
Bird Jaguar IV holds another ritual implement. 
It is not clear who let blood on these occasions. 
The Structure 42 ceremonies were counter- 
parts to rites portrayed in Structure 1 in which 
Bird Jaguar IV had a male ally or assistant. The 
women could have been assisting Bird Jaguar or 
could have drawn blood from themselves. 


THE VISION SERPENT 


Stela: 35. Lintels: 13, 14, 15, 25, 55. 

On six Yaxchilan monuments, a freestand- 
ing serpent appears as a major element in a 
composition with one or two other figures. It is 
consistently associated with bowls of bloodlet- 
ting paraphernalia, although it never appears in 
scenes where bloodletting is depicted. The ser- 
pent usually is positioned above the bloodlet- 
ting bowls and seems to rise from them. On 
Lintels 15 and 25, scrolls identified by Stuart as 
blood intertwine with the body of the serpent 
(Figure 37a, e). Some of the serpents have a 
single head, from which emerges a human head 
and shoulders. Others (Lintel 25 and Stela 35) 
are bicephalic, and in at least one of the heads 


is a Tlaloc head wearing a year-sign headdress. 
On Lintels 13 and 14 (Figure 37b, d), the ser- 
pent winds in front of the torso of Lady Great 
Skull but behind her arms. The bloodletting 
bowls she and her companions hold overlap the 
serpent in the composition. For some reason, 
the serpent was placed in a potentially less sig- 
nificant position. 

The Vision Serpents occur on a variety of oc- 
casions. Lintel 25 is an accession monument of 
Shield Jaguar. He wears his war outfit, and Lady 
Xoc holds the bloodletting bowl and wears a 
skeletal-serpent-and-monkey-skull headdress. 
Stela 35 records a bloodletting by Lady Ik Skull 
and names her or someone as Mah K'ina on 4 
Imix 4 Mol, the day she may have taken an im- 
portant office at the city. Lintel 14, which was 
carved much later, records the same date and 
mentions Lady and Lord Great Skull as pro- 
tagonists. Lintel 13 is the birth record of Shield 
Jaguar II. The rationale for the date on Lintel 15 
is poorly understood. Lintel 55 has no text. 
Most of the events upon which the Vision Ser- 
pent was portrayed involve entering office or 
entering life in a royal lineage. 

Early interpretations of the scenes with free- 
standing serpents were guided by the appear- 
ance of the human figures emerging from the 
serpents' upper heads. They were made before 
the event on Lintel 25 (see Figures 14, 98) was 
recognized as the accession of Shield Jaguar.? 
Proskouriakoff noted the warrior outfit of the 
emerging figure and dubbed it the "spirit of a 
long-deceased warrior . . . whose apotheosis is 
symbolized by the serpent and the mask." She 
thought the name of the appearing warrior must 
be contained in the secondary text, which is 
now known indubitably to name Lady Xoc 
(at I2). Although she recognized the name of 
Shield Jaguar on the lintel, she did not com- 


Lintel Stela 

Trait 25 35 

Fan motif + + 
Tlaloc + + 
Beard + + 
God C — — 
Fleshed + + 
Skeletal + + 
Blood/smoke scrolls + — 
Bicephalic t 4 
Bloodletting instruments + + 


+ Trait present. 
— Trait absent. 
O Eroded area. 


ment on the absence of a portrait of that king. 
David Stuart? and I accept the identity of the 
emerging warrior as Shield Jaguar, whose name 
appears in the normal position on a Maya monu- 
ment, just above his head. Lintel 25 may, as 
Proskouriakoff suggested, portray the transfor- 
mation of a royal person to a divine person—a 
royal prince transforming into a divine king— 
but it is the apotheosis of a long-dead warrior 
only in the sense that Shield Jaguar is another 
in a lineage of kings who assume the responsi- 
bilities of ritual warfare. 

Recently, Linda Schele and David Freidel 
have deciphered the text at Gr and G2 as the 
name of the lineage founder, Yat-Balam (Pro- 
genitor Jaguar), and suggested that this is the 
identity of the figure within the mouth of the 
Vision Serpent? However, the event is still, 
after all, Shield Jaguar's accession day, when he 
performs the role set forth by Yat-Balam. The 
image of a warrior in the serpent mouth is a 
metaphor for the psychic transition from mere 
human to king. The metaphor recalls the spiri- 
tually charged transformation made by Yat- 
Balam and connects the two kings in a continu- 
ous tradition. Shield Jaguar becomes, in that 
moment, the sacred royal person and, through 


his sacrifices, communicates with his lineage 


founder. 

George Kubler, on the other hand, inter- 
preted the serpent on Lintel 25 as a vision. 
He said: 


At Yaxchilan the direct representations of vi- 
sionary and penitential rites are unique... . In 
the penitential scenes a devotee draws blood 
from the tongue in the presence of a priest (Lin- 
tels 17 and 24). In the visions, a human being... 
emerges from the open jaws of the reptile (Lin- 
tels 18 [sic], 25, 13, and 14). The association of 
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37. 


Vision Serpents at 
Yaxchilan: a, Lintel 
25; b, Lintel 14; 

c, Lintel 55; 

d, Lintel 15; 

e, Lintel 15. Details 
from drawings by 
Graham (a, b, c, e) 
and von Euw (d) (all 
from Graham 

1977 :35, 37, 39, 55; 
1979: 115). 
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visions and penitence, of blood-letting and appa- 
ritions, occurs only at Yaxchilan, and it seems to 
prefigure innumerable Toltec and Aztec repre- 
sentations of human sacrifices and plumed ser- 
pent symbols.'? 


This suggestion of continuous narrative se- 
quence—that on Lintel 24 the woman per- 
formed a sacrificial rite which caused a loss of 
blood leading to hallucination, portrayed on 
Lintel 25—was elaborated by several authors. 
Peter T. Furst suggested that Lintels 24 and 25 
"may be read in sequence, the one a function of 
the other." Furst compared the self-mutilation 
depicted on Lintel 24 to the Plains Indians Sun 
Dance vision quest for "divine guidance from 
deified ancestors or guardian spirits in an alter- 
nate state of consciousness or ecstatic trance 
triggered . .. by a massive physical jolt to the 
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system.”'! In this interpretation, the appear- 
ance of a deified ancestor on Lintel 25 was a di- 
rect result of the deliberately produced ecstatic 
trance. Furst’s suggestion that there is narra- 
tive sequence on these lintels needs some ex- 
amination in light of the sequence of events 
and discontinuities of iconography of the entire 
program of Structure 23.” 

There are some fundamental similarities be- 
tween the Plains vision quest and the Maya 
self-inflicted bloodlettings, but also some dif- 
ferences. In Maya societies, the ancestors are 
believed to exist in the sacred mountains sur- 
rounding a ceremonial center, or in water holes 
and caves.? They are reached through ritual 
sacrifice, on a fairly frequent basis, and com- 
municating with them does not necessarily re- 
quire such a massive jolt to the body. Moreover, 


there is no documentation among Colonial or 
modern sources of a specific quest for a vision 
of supernaturals. Another aspect of Furst's pro- 
posal, that the pain and blood loss caused by 
the tongue mutilation of Lintel 24 was endured 
as a means for attaining contact with the an- 
cestors, is supported by the fact that the date of 
Lintel 24 is four Katuns after the accession of 
Shield Jaguar's father to the throne. Therefore, 
as Proskouriakoff and Furst suggested, the scene 
on Lintel 25 depicts contact with ancestral tra- 
ditions, specifically, the traditions of war and 
dynastic succession. However, the term “vi- 
sion quest" refers to a specific set of ritual prac- 
tices among the Plains Indians that do not have 
a parallel among the Maya so far as I know. 

Although they noted that the serpent ap- 
peared above the bloodletting bowl, neither 
Kubler nor Furst addressed the problem of the 
substance of the serpent. David Stuart associ- 
ates the dotted scrolls, yax, kan, and shell ele- 
ments with blood.^ In her argument for the 
meaning of the serpent on the Hauberg stela, 
Schele adopted the concept of the "vision 
quest" from Furst, noted Stuart's identification 
of the blood connection of the serpent, and be- 
gan to call this serpent the "Vision Serpent." 
Schele pointed out that a God C glyph appears 
on Vision Serpents at Yaxchilan, Seibal Stela 9, 
Tikal Temple IV, Lintel 5, etc., and said: "I sus- 
pect that the skeletal God C and scroll design 
form a unit that functions as a variant of the 
T41 God C blood glyph and, therefore, specifies 
blood as the source or medium of the vision." ? 
It is now shown that God C can be translated 
ku, or "sacred," and is not necessarily only 
blood. 

In their study of the figural bas-relief at the 

Cave of Loltun, David Freidel and Anthony P. 
Andrews suggested that dots, volutes, and un- 
dulating scrolls identified materials that fell 
into the category of liquids: blood, fire, smoke, 
and water. They pointed out that these liquids 
were often involved in ritual sacrifices. Agree- 
ing with Stuart and Schele that the serpent 
must be a vision attained through an altered 
state provoked by autosacrifice, they inter- 
preted the Vision Serpent as a manifestation of 
the smoky scrolls of burned sacrificed blood, 
and also of the smoke and clouds associated 
with fire and rain, gifts of the supernaturals to 
humans.: 

Ethnographic observations of Maya ritual 
practices can help us to place Freidel and An- 
drews' interpretations in a Maya frame of refer- 
ence. Gary Gossen states that “deities consume 


essences and humans consume substances. 
This is one of the reasons that ritual speech, 
music, candles, incense, tobacco, rum, fire- 
works, flowers, and leaves accompany most 
Chamula rituals. They emit heat, smoke, 
aroma, or sound, which serve as the gods’ food. 
Men may participate in the religious experi- 
ence by consuming, producing, or simply being 
in the presence of the gods’ ritual substances.” Y 
The presence of any of these substances and of 
a formal ritual genre of language provides a 
state of increased heat. The life cycle among 
the modern Chamulas gains heat as the indi- 
vidual matures sexually and socially and as- 
sumes cargoes or becomes a shaman. The heat 
metaphor also exists in Yucatec.? If the con- 
cept of ritual heat, so pervasive among modern 
Maya, also existed during the Classic Period, 
then the scrolls on Lintel 25, and perhaps even 
the Vision Serpent, may refer to the ritual heat 
accruing to Shield Jaguar as he acceeds to the 
throne as king. 

The Classic Period scene includes many of 
the components observed by Gossen in twen- 
tieth-century life-cycle rituals. He notes that 
"Life crisis rituals and cargo initiations include 
symbols of both life (hot and integrative] and 
death (cold and disjunctive)."'? Symbols of 
death also appear on the lintel commemorating 
Shield Jaguar's accession in the form of the loss 
of blood indicated by the bloodletting bowl, and 
the skulls on Lady Xoc's headdress and arm. 

In review, the Yaxchilan Vision Serpents oc- 
cur on monuments illustrating important mo- 
ments of transition in the life of a royal Maya: 
accession to the throne, a transformation from 
human to divine status, and birth. At these cru- 
cial moments Maya individuals gained ritual 
efficacy expressed in a metaphor of heat. The 
heat possessed by an individual and by ritual 
substances and speech rendered human activi- 
ties and sacrifices more palatable to the super- 
naturals. In the Popul Vuh, this was metaphori- 
cally illustrated by the exchange made by Tohil 
and humans. In return for the gift of fire, the 
people should nourish the gods with blood. It 
seems likely that, as Freidel has suggested, this 
covenant was renewed between the Maya king 
and the gods, specifically God K, the First An- 
cestor and Tohil of the Popol Vuh, and the god 
named as the object of the bloodletting verb on 
Lintels 25, 13, 14, and Stela 35. Whether the Vi- 
sion Serpent was the embodiment of form that 
ritually heated substances take, as I suspect, or 
a hallucination brought about by blood loss is 
still not proven satisfactorily. 
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BICEPHALIC SERPENT 
WITH EMERGENT GOD K 


Lintels: 38, 39, 40. Steps: Structure 33, Steps II 
and III. 

During the reign of Bird Jaguar IV, he and his 
artists began to depict the sculptural theme of a 
bicephalic serpentine creature supported by a 
seated male or female. On the three lintels of 
Structure 16 (Figure 68), a complementary op- 
position is set up between portrayals of two 
seated women holding fleshed bicephalic ser- 
pents, flanking Bird Jaguar IV in a ballgame 
pose holding a skeletal bicephalic serpent. 
Other than the distinction between fleshed and 
skeletal, the serpents are identical. The head, 
shoulders, and arms of God K emerge from 
both mouths of the bicephalic serpents. Smoke 
flows from the torch or cigar infixed into God 
K’s forehead. Emanations which are similar in 
form to the smoke of God K's cigar come from 
the corners of the serpent mouths. 

On the Structure 33 staircase, Steps II and III 
and maybe I show similar scenes (Figure 111). 
Seated women hold bicephalic creatures, but 
the two heads are not identical, and an addi- 
tional large, gaping serpent mouth frames the 
outer edge of the two-step composition on 
Steps II and III. On Step II, the serpentine front 
head frames a foliated God K type image, and 
the rear head is a puffy-snouted supernatural. 
On Step III, a serpentine front head encloses a 
portrait of God K, and the rear head or tail has 
no serpent image, but a roman-nosed super- 
natural head. Identifying characteristics have 
eroded from these extremely shallow reliefs, 
making it difficult to identify securely whether 
these are Vision Serpents or bicephalic ser- 
pents. In the absence of the bloodletting bowls 
and paraphernalia usually associated with Vi- 
sion Serpents at Yaxchilan, I consider these 
most similar to the Structure 16 serpents. 

In his paper on autosacrifice among the 
Maya, Stuart argued that representations of ser- 
pents in Maya art refer to blood.” It is indis- 
putable that they occur in contexts in which 
royal blood sacrifice occurred, but this is true 
of a vast majority of Maya scenes. At Yaxchilan 
they occur with the bloodletting and other 
verbs, with scrolls of liquids, and with God K. 
In ethnographic accounts of Maya tales, snakes 
are usually linked with the “earth god,” a fat, 
very wealthy Ladino who lives in caves and 
controls thunder, lightning, rain, and the hunt- 
ing of animals. A Chorti tale points to snakes 
as being very destructive and dangerous but 
also full of money, which is something foreign 


that only the earth god has in quantity. An- 
other tale reveals that when a man outwitted a 
snake and was able to chop it in halt, what 
spilled out was not the expected money, but 
molded incense. The man took the incense 
home, put it in jars, burned some, and censed 
the jars for eight days, then opened them to see 
that the incense had turned to money.”! From 
another part of the Maya world, similar tales 
exist in Tzotzil. Gossen reports that snakes are 
believed to be transformations of the earth god, 
who is very rich.” In none of these stories do 
snakes signify blood, but they do involve de- 
struction, and they are transformations of a 
powerful supernatural who controls wealth in 
terms of foreign substances like money, but 
also game, rain, etc. It is very interesting that 
the Chorti tale associated the secret wealth of 
snakes with incense and smoke. This suggests 
that the modern and ancient concepts of snakes 
may have some parallels. The Vision Serpent is 
associated with burnt offerings on the monu- 
ments, and snakes are associated with incense 
among the modern Chorti. 

The glyphic statements and calendrical in- 
formation provide a historical context for the 
scenes. The glyphs on the three lintels of Struc- 
ture 16 state that the individuals let blood to 
God K. The verb used is the T714 hand-fish 
glyph, which refers to conjuring visions.” In 
each instance, a God K glyph follows the blood- 
letting expression. Since the name of the pro- 
tagonist follows the God K glyph, God K, asso- 
ciated with divine lineage, is the object of the 
verb. Bird Jaguar and the ladies autosacrificed 
for their ancestors. The texts on these lintels 
closely correspond to the imagery. The protago- 
nists are named and portrayed, the object of the 
action is named and portrayed, and the depic- 
tion of the action, the bloodletting, must be re- 
lated to the serpent. The serpent must be either 
the blood, as Stuart would suggest, or the mani- 
festation of the ritually hot substances blood, 
incense, speech, and whatever else accompa- 
nied the ceremonies, as the ethnographic infor- 
mation seems to suggest. | 

Another line of evidence for the interpreta- 
tion of these scenes is that the dates of the cere- 
monies are solar-year anniversaries of previous 
events by deceased women of the previous 
generation. The Lintel 38 date, 3 Ix 7 Mol 
(9.16.12.5.14], is 22 X 365.25 — 3 days after the 
bloodletting by Lady Ik Skull on 4 Imix 4 Mol 
(9.15.10.0.1]. 

The Lintel 40 date is r3 Ahau 18 Zip 
9.16.7.0.0. The verbs are eroded, but were prob- 
ably the same as those on the other two lintels. 


This date is also a solar-year anniversary of an 
important date in the life of the other impor- 
tant woman of the previous generation, now an 
ancestor—it is 9 X 365.25 — 1 day since Lady 
Xoc's death. 

The Lintel 39 date is 4 Imix 4 Mol. On this 
monument to that important day, Bird Jaguar 
IV sacrifices blood to an ancestor. The verbal 
phrase used on this lintel is followed by an u 
cab phrase, as is that on Stela 35 of Structure 
21. The u cab phrase means "under the aus- 
pices of” or “in the territory of"? and generally 
occurs when a person not the ruler performs a 
ritual, but here only one individual is named. 
Lintel 39 was erected at least seventeen years 


after the date it commemorates. I think that 


Bird Jaguar IV commemorated the day when his 
mother went through a life-crisis ritual, assum- 
ing some community sacrificial duties, and 
that he used the u cab phrase to clarity that the 
throne was not his at that time. 

In summary, the bicephalic—God K serpents 
in Structure 16 were used to signify bloodlet- 
tings directed to God K, the sacred ancestor, on 
days that are solar-year anniversaries of impor- 
tant dates in the lives of the female ancestors of 
the previous generation. The bicephalic ser- 
pent may be the zoomorphic form of ritually hot 
sacrificial offerings through which the Maya 
reach and summon God K into the worldly 
realm. 


BLOODLETTING IMPLIED 
BY HOLDING THE BUNDLE 


Lintels: 1, 5, 7, 32, 53, 54. 
Six lintels at Yaxchilan portray a female 


holding a bundle in a scene with a male ruler. 
Although the overall appearance of the group of 
lintels is similar—each lintel shows two indi- 
viduals, and the male holds a God K manikin 
scepter on all lintels but one—the costumes 
and headdresses worn are not static, and the 
composition of the lintels changes. The scenes 
portray similar information, but were not slav- 
ishly copied after an original. 

The women wear robes over long gowns. 
The garments either have diamond patterns or 
are plain cloth with ornate borders. The head- 
dresses worn by the women vary and include 
combinations of the long-snouted-beast head- 
dress, the bird-and-flower diadem, a possible GI 
diadem (Lintel 1), and the quadripartite head- 
dress. The males wear the drum-major head- 
dress except on Lintel 7. They always wear a 
half-backrack. Different skirts are worn by the 
kings. The God C loincloth is worn once or 


twice, and the pointed hipcloth appears on Lin- 
tel 54, both items indicating that the ritual in- 
cludes bloodletting. 

As an accoutrement of the rites of bloodlet- 
ting, the bundle first appeared at Yaxchilan at 
9.16.6.0.0 in three buildings dedicated by Bird 
Jaguar IV. Three bundle lintels, 1 (in Structure 
33; see Figure 114] and 5 and 7 (in Structure 1; 
see Figure 44], were dedicated on that date as 
part of the program of decorated architecture 
that documented Bird Jaguar's accession. They 
portray the king with each of three ladies: 


ballgame 

Li 9g.16.1.0.0 Lady GS Accession of BJIV 
L5  9.16.1.2.0 LAI Accession-related 
L7  9.16.1.8.8 Lady Ix? 8th anniversary of 


ballgame 


These three lintels are part of the program of 
iconography made by Bird Jaguar to document 
the ceremonies associated with his accession. 
They suggest that accession ceremonies ex- 
tended before and after the actual accession 
day, and that bloodletting was part of the entire 
series of accession ceremonies. 

Lintel 32 of Structure 13 (Figure 64) was 
probably dedicated in 9.16.10.0.0 as part of the 
Period Ending ceremonies and of the construc- 
tion program associated with Stela 1 and the 
modification of the central area of the Main 
Plaza by Bird Jaguar IV (see Structure 13 in Ap- 
pendix 1). 

L32 LIS, SJ 


9.13.17.15.13 Jupiter-Saturn, 


accession 


anniversary 


Lintel 32 is an interesting monument because 
it was commissioned long after the recorded 
event. Bird Jaguar commissioned it to com- 
memorate the day, two uinals after his birth, 
when his father performed a dynastic event on 
the stationary conjunction of Jupiter and Sat- 
urn. He had his father portrayed in clothing 
that Shield Jaguar never wore, in clothing that 
had become the mode in the day of Bird Jaguar 
IV. He also commissioned a portrait of his 
mother acting in the Jupiter-Saturn ceremony 
which Lady Xoc had performed in A.D. 709 and 
which had been commemorated previously on 
Lintel 24. 

Lintels 53 (Figure 157) and 54 (Figure 156] 
were also historical commemorations when 
they were carved. They were probably commis- 
sioned by Shield Jaguar II around 9.17.0.0.0 
(see Appendix r, discussions of Structures 54 
and 55). 
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L 54 9.16. 5. o. o Lady GS, BJIV Period Ending 
L53 9.13.17.15.13 LIS, SJ Jupiter- 

| Saturn, acces- 
sion 
anniversary 


Lintel 54 shows Shield Jaguar II’s parents hold- 
ing the bundle and God K scepter on the next 
Period Ending after his own birth. This is some- 
what analogous to the situation commemo- 
rated on Lintel 32. On Lintel 53, Shield Jaguar 
II portrayed his paternal grandparents holding 


. the scepter and bundle on what is surely in- 


tended to be the same day as the Lintel 32 event, 
two uinals after the birth of Bird Jaguar IV. Was 
this redundancy perceived to create greater rit- 
ual potency? 

The bundle was used pictorially on acces- 
sion-related monuments and those commemo- 
rating bloodletting shortly after the birth of an 
heir. It was used three times at Yaxchilan to 
document historical events of previous reigns. 


GOD K MANIKIN SCEPTER 


Lintels: 1, 3, 7, 32, 42, 54, 53, 52, 58. 
The God K manikin scepter is an object that 


portrays God K with a leg that is a serpent body 
and head. Spinden discussed the manikin scep- 
ter and its appearances in the Maya area. A re- 
view of the literature concerning the identifi- 
cation of God K is given in Schele’s article on 
the iconography of the Group of the Cross at 
Palenque.” 

At Yaxchilan, the God K manikin scepter 
most frequently appears in conjunction with a 
bundle on accession, bloodletting, and com- 
memorative occasions. Those dates are given 
above. The other dates associated with the God 
K manikin scepter are as follows (see Figures 


114, 148, 157, 156]. 
Dedicated 9.16.6.0.0: 


L3  9.r6.5.0.0 Ally, BJIV Period 
Ending 

L 42 9.16.1.2.0 CoM, BJIV Accession- 
related 

Dedicated after 9.17.0.0.0: 

L 52 9.16.15.0.0  SJIl, BJIV Period 
Ending 

L 58 no date SAI Lord GS Bloodletting 
symbolized 


The image of the ruler holding a shield in one 


hand balanced by a God K manikin scepter in 


the other while standing on a captive was stan- 


dard accession and Period Ending iconography 
in some Central Petén and Petex-Batun sites, 
but was never used at Yaxchilan. The manikin 
scepter was a part of the local version of acces- 
sion and Period Ending, and hence, bloodlet- 
ting, iconography. 


THE FLAPSTAFF 
AND SUMMER SOLSTICE 


Stelae: 11, 16. Lintels: 9, 33, 50. 

Several monuments show Shield Jaguar or 
Bird Jaguar IV holding an unusual staff with 
quatrefoil-shaped cutouts (see Figure 45). In 
each instance the costume is extremely simi- 
lar, and is unique to the holding of the flapstaff. 
The most unusual items of the costume are a 
full-length backrack and a chest ornament com- 
posed of a series of shrunken heads, sections of 
spondylus shells, and a shrunken torso. The 
flapstaff itself is a unique feature of the theme. 
It was probably contrived from a frame of wood, 
to which cloth was attached. Quatrefoil-shaped 
holes were cut on three sides from the cloth, 
and the cutout area flapped on the fourth side 
of the quatrefoil like a hinge, hence the term 
"flapstaff." As observed by Elizabeth P. Benson, 
the cutting of fabric was very significant, for 
Maya cloth was woven to fit its purpose and 
never cut or tailored with darts.” The negative 
shapes themselves, the quatrefoils, must have 
had a symbolic significance. 

The use of the quatrefoil appears in Meso- 
america well before Maya times. In the Olmec 
relief carvings at Chalcatzingo, a quatrefoil 
forms the open mouth of a monster, sprouting 
plants in its corners.’ Relief I of that site is the 
well-known image of a king within a semi- 
quatrefoil which is again the mouth of a mon- 
ster. Quatrefoils are related to the mouth of the 
Earth Monster and hence to caves, the mouths 
of the earth. | 

The quatrefoil can be the cleft forehead or 
the mouth of the Cauac Monster.” From the 
cleft forehead or mouth, supernaturals or an- 
cestors appear (cf. Tikal Altar 4). On the Altun 
Ha jade plaque,? the quatrefoil is at once the 
forehead of the Earth Monster, the throne for 
the ruler, and the cartouche for an ancestor por- 
trait. On the edges of the top of the Sarcopha- 
gus Lid at Palenque, Pacal's ancestors appear 
from semi-quatrefoil cartouches. 

The quatrefoil functions as a depiction of 
the opening of the cosmic central axis at the 
crossroads of the four directions. More specifi- 
cally, it is the passageway between the celestial 
and Underworld realms. The shape of the qua- 


trefoil is similar to that of the glyph for the 
sun, k’in. It may refer to the shape of the open- 
ing where the sun is swallowed nightly and 
burped out daily. 

The ritual function of the flapstaff is par- 
tially revealed by its associated costume. The 
most completely depicted of these costumes, 
on Lintel 9 (Figure 45), shows the king as an 
impersonator of GI as the sun. A God C "sacred 
axis" medallion tops the headdress, which is 
tall and cylindrical. A fleshed serpent, perhaps 
alluding to the chan sky-serpent homonym, 
appears in front, as though rising from the head- 
dress. On the front of the headdress, GI as sac- 
rificer sits on a Witz-head throne with a ser- 
pent body whose rear head contains the GI 
with the hank of hair. Perhaps these two as- 
pects of GI are the rising and setting sun, or the 
sun at its northernmost and southernmost po- 
sitions on the horizon. Perhaps the sacrificer- 
sun is related to the severed heads hanging on 
Bird Jaguar’s chest. Lord Great Skull’s head- 
dress is the quadripartite badge, the sun (and 
deceased royal ancestors) in its daily round. His 
headdress is topped by a skeletal serpent, in op- 
position to Bird Jaguar's fleshed one. Here the 
path and activities of GI are stressed, though 
references to GIII appear in the shields and in 
the jaguar-claw skirts. 

Calendric, architectural, glyphic, and ethno- 
graphic evidence shows that the flapstaff monu- 
ments at Yaxchilan refer to a ritual that was 
celebrated within three days of the summer 
solstice; see Table 4. 

At Yaxchilan, several buildings are oriented 
toward the summer solstice sunrise. The first 
known building at Yaxchilan that faces sum- 
mer solstice sunrise, Structure 41, is part of an 
astronomical hierophany (see Figure 43a). On 
summer solstice, the sun's first rays make a 
semi-quatrefoil of light on the floor as they 
pass through the stepped shape of the doorway. 
A similar phenomenon occurs at Palenque, in 
House E, where on summer solstice sunrise, 
light passes through a small semi-quatrefoil- 
shaped opening to form a complete quatrefoil 


Julian 
Monument Date 
Stela 16 6-23-7364 
Stela 11 6-22-741 
Lintel 33 6-21-747 
Lintel 9 6-16-768 
Lintel 50 No date recorded 


of light. Thus the relationship between sum- 
mer solstice and the quatrefoil appears archi- 
tecturally as well as on the flapstaff. 

Ethnographic data show that for modern 
Chorti, the solstices demarcate a period of 
overlapping ritual responsibilities.? As Rafael 
Girard describes them, the rituals concerning 
the seasons of the year function on several lev- 
els of the society: celestial, political, and ag- 
ricultural. The rituals of summer solstice in- 
volve the positioning of a statue in one of two 
temples. The Chortis know that summer sol- 
stice is the day that the sun reaches its north- 
ernmost declination in the sky, and that on 
winter solstice the sun is farthest south. Ac- 
cording to Girard, they duplicate this celestial 
division of the year through a ceremony in 
which an idol (obviously signifying the sun) is 
carried from a southerly temple to a northerly 
one on winter solstice and back again on sum- 
mer solstice. 

In the Chorti sphere of political/religious 
leadership, the solstices are the entry and exit 
points of service for the sacerdotes (priests), 
each of whom serves an eighteen-month term. 
Entering service on winter solstice, the first 
year of his service, the sacerdote honors the 
chair of the idol which signifies the sun. When 
winter solstice returns, he begins a period of 
relative inactivity, during which he devotes 
himself not to interceding with the deity, but 
only to honoring the vacant seat of the idol 
which is ensconced in the other temple. Sum- 
mer solstice marks the day that he terminates 
his duties, having passed responsibility on to 
the new sacerdote, who has had the benefit of a 
"backup" sacerdote for the past six months. 
The ceremonies of the solstices begin 20 or 21 
June and continue for two or three days until 
the chair and its statue arrive in the second 
temple. 

The rites performed in the temples are per- 
formed in a parallel manner by the paterfami- 
lias in the milpas. "In this manner, an agricul- 
tural labor is transformed into a ritual act."?' In 
the Central Maya Lowlands, the duties of the 


Days from 

Solstice Calendar Round 

+3 7 Chuen?^ 19 Yaxkin 

+3 12, Cib 19 Yaxkin 

+2 5 Cimi 19 Yaxkin 

—2, 1 Eb End of Yaxkin 


^ Possible reconstruction; see Appendix I discussion of Structure 41, Stela r6. 
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agricultural year correspond to the division of 
the year by the transit of the sun. The first ze- 
nith passage, which in the Chorti area is about 
I May, is the time to plant, because the rainy 
season begins shortly thereafter. The rains con- 
tinue until summer solstice, after which begins 
a canícula or temporary dry spell, during which 
a second planting is accomplished. The caní- 
cula lasts roughly until the second zenith pas- 
sage in the beginning of August, when the rains 
fall heavily again. So usually, sunrise during 
this period is not obscured by rainclouds. 
Similar concepts of the solar half-years are 
documented by Helen Neuenswander in the 
Achi communities of highland Guatemala. 


The Achi are aware that the sun is in the south 
in the beginning months of the dry season and in 
the north in the beginning months of the rainy 
season. The concepts which find fullest lin- 
guistic expression are concerned with the size of 
"our father," the sun, his position (he, too, lies 
on his side), his sudden conversion from one 
length of day to another, and his relationship to 
the seasons. . . . In June, the process reverses and 
the days become "short" (on what is, to a West- 
erner, the longest day of the year). Another appli- 
cation of the concept of "grabbing onto the 
pattern to come” seems to be operating here.” 


The modern Maya concepts of overlapping 
periods of ritual responsibility are found on 
two Classic Period monuments. On two of the 
Yaxchilan monuments, Stela 11 and Lintel 9, 
two individuals are shown exchanging the 
staff. On Stela 11, Shield Jaguar performs the 
last commemorated act of his life at approxi- 
mately age ninety-five. His last recorded cere- 
mony is passing the flapstaff to Bird Jaguar IV 
on summer solstice. Five days later, Bird Jag- 
uar’s mother performed a bloodletting and she 
(or an undepicted supernatural} was named 
with the title Mah K’ina. The ritual responsi- 
bility at Yaxchilan apparently overlapped be- 
tween Shield Jaguar, Lady Ik Skull, and Bird 
Jaguar for ten years until the woman died and 
the son acceded. On Lintel 9, Bird Jaguar IV is 
recorded performing his second-to-last official 
act—dressed as GI, he hands the staff to Lord 
Great Skull, who wears a solar headdress, on 
summer solstice. Lord Great Skull never ac- 
ceded to the throne, but he remained important 
on the monuments of Shield Jaguar II, where he 
was portrayed in the same costumes and posi- 
tions as the ruler. 

In addition to ethnographic evidence, ten- 
tative linguistic reconstruction of the verbal 
phrases provides a clue to the meaning of sum- 


mer solstice rituals. The verbs on the summer 
solstice monuments are practically identical. 
Each verbal phrase consists of a T515b:103:683 
auxiliary verb and the ti locative plus ver- 
bal noun construction, T59:563:130:561. This 
might be pronounced mul-taj-aj t(i)-aj + ka 
wa’ chan.? 


(o JJa 


fm 


Cle [4 


In Ch'ol, aj kaw wa' chan 
means he open standing sky 
stopped 


This phrase might refer to the swing of the sun, 
which lingers at its northernmost declination 
on the horizon for several days at summer sol- 
stice. For a group of people performing horizon 
observations of the sun, this is one of the most 
obvious stations of the year, when the move- 
ment of the sun slows to a standstill. 

Many aspects of the flapstaff scenes indexi- 
cally refer to summer solstice and the passage 
of ritual responsibility from an outgoing to an 
incoming ruler. The dates fall on summer sol- 
stice and during times of transition between 
reigns. Headdress elements refer to GI as the 
sun and Chac Xib Chac as a sacrificer. Even the 
quatrefoil-shaped holes in the flapstaff refer to 
a solar-architectural hierophany. The verb on 
each of the monuments may refer to a standing 
still of the sky, perhaps suggesting the imper- 
ceptible motion of the sun on the horizon near 
summer solstice. Two of the summer solstice 
scenes, those on Stelae 11 and 16, actually face 
the point on the horizon where the sun rises on 
summer solstice. Paradoxically, Lintels 33 and 
50 face the winter solstice sunrise. The impor- 
tance of summer solstice as a central focus of 
community ritual and identity at Yaxchilan is 
reiterated by the orientation of the two main 
axes of the site. These data are discussed in 
Chapter 5. 


THE BALLGAME SCENES 


Hieroglyphic steps: Structure 33, Steps I, 
IV -XIII. 

Eleven of the thirteen carved stair risers set in 
front of Structure 33 illustrate ballgame scenes 
(Figures 111—112). In these scenes, a solitary 
ballplayer is shown resting on one knee, the 
arm opposite his knee outstretched for balance. 
The players wear elaborate headdresses adorned 
with many plumes, and feather backracks. One 


figure, on Step VIII, is shown from back view, 
so that the entire Cosmic Monster backrack is 
visible. 

References to the Underworld and/or to the 
agricultural processes of raised-field agricul- 
ture are made by the fish-eating-waterlily head- 
dresses. Faint lines around the faces of several 
of the players suggest long-lipped masks simi- 
lar to those worn by the supernaturally attired 
dancers in the lower register of Bonampak 
Room r. Thus, headgear on the players indicates 
the cosmic realm in which the scenes occur. 

Large playing balls are present in each scene. 
They are incised with a number 13, 12, or 9 and 
an Imix compound, or the image of a nude, 
bound captive similar to the prostrate figures 
seen at other sites as the basal panels of stelae. 
Glyphs beside the bound figures presumably 
name them, but the glyphs are too eroded 
to read. ! 

An architectural backdrop for the ballgames 
is provided by the arrangement of the hiero- 
glyphic text on Steps VI, VII, and VIII, which 
form a step-shaped area on which the ball 
bounces. Similar treatment of ballcourts as py- 
ramidal steps occurs on several Late Classic 
polychrome figural pots, and perhaps in the 
murals at Bonampak.** 

The glyphic texts are eroded on most of the 
risers, but enough can be made of some of the 
glyphs to identify four or five individuals and 
two dates. Step VI names Shield Jaguar, and the 
date is a hotun ending. Step VII has a well- 
preserved, complex text that names three myth- 
ological protagonists, First, Second, and Third 
Ah Knot Skull. The dates associated with the 
supernaturals are not fixed in the Long Count. 
A long date that gives 13, or completion, in 
eight positions prior to the baktun glyph be- 
gins the historical side of the text. The series of 
thirteens stresses that the event was locked 
into tremendously large cycles of time. The 
date 9.15.13.6.9 3 Muluc 17 Mac recorded for 
the ballgame event and associated bloodlet- 
ting? is approximately seven years before Bird 
Jaguar acceded to the throne, during the period 
of overlapping ritual responsibility with his fa- 
ther and mother. The series of steps serves as 
an ancestral gallery for the king who commis- 
sioned them, Bird Jaguar IV. 

An unusual feature of the ballgame scenes is 
that they are not where we might expect them 
to be, that is, in the ballcourt. Instead, they are 
on Bird Jaguar IV's accession-anniversary monu- 
ment. Although dates and individuals from dif- 
ferent reigns appear, it is likely that all or most 
of the monuments were commissioned simul- 


taneously by Bird Jaguar IV, or at least that they 
were placed here together when the building 
was dedicated in 9.16.6.0.0. Taken as a whole, 
the steps represent a gallery of individuals im- 
portant to Bird Jaguar IV: grandfather, father, 
several of his contemporaries, with himself, of 
course, in the center, playing ball. Conversely, 
in the ballcourt are ancestor portraits, as proven 
by the cartouches framing the images. 

The ballgames portrayed here must have had 
supernatural significance. The headgear refers 
to Underworld or agricultural activity. The 
backracks depict the Cosmic Monster. Two 
dwarfs marked with Venus signs accompany 
Bird Jaguar IV on Step VII. Deceased ancestors 
are recorded as having participated in this ball- 
game during their lifetimes. This leads me to 
suspect that either the ballgame was played for 
the memory of previous rulers, just as Hu- 
nahpu and Xbalanque went to Xibalba to avenge 
the destruction of their older brothers, or the 
ballgame was played by the ancestors in the 
Underworld, and what happened on earth was a 
mirror of this. Ballgame scenes at Yaxchilan 
seem to tell of the interaction between the 
rulers and the xma’it, people who are inside 
the earth. When considered in the context of 
the sculptural program of Structure 33, the 
ballplayer stairway is the Underworld segment 
of a cosmogram, with the lintels forming the 
earthly realm devoted to bloodletting and in- 
ter-level communication, and the stucco sculp- 
ture on the entablature and roofcomb repre- 
senting ancestors who have ascended to the 
celestial realm. 


THRONE SCENE 


Lintels: 51, 55, and 57. Stucco wall panel in 
Structure 2r. Three-dimensional statue and 
roofcomb, Structure 33. Roofcomb sculpture, 
Structure 39. 

A lifesize stucco relief was recently discov- 
ered during the excavation of Structure 21 on 
the inside rear wall. In it, five cross-legged fig- 
ures are seated on a long throne composed of 
the body of a split serpent with heads on each 
side and a central frontal head. Since "snake" 
and "sky" are homophonous in most Maya lan- 
guages, this is probably a reference to the Split 
Sky Emblem Glyph of Yaxchilan and serves as 
a locality indicator. These five individuals are 


all depicted seated on the throne of Yaxchilan, 


suggesting that they enjoy similar status. The 
five most important persons in the reign of Bird 
Jaguar IV (who surely commissioned this sculp- 
ture as he did the lintels of this structure] are 
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he, Ladies Ix, Ah Pop Ik, and Great Skull, and 
Lord Great Skull. The stucco relief shows two 
men and three women seated on the throne of 
Yaxchilan. They are likely Bird Jaguar in the 
center, and the Lord and Ladies seated at his 
sides. The fact that an image of Lady Ik Skull, 
the mother of Bird Jaguar and possible relative 
of Lord and Lady Great Skull, is placed in front 
of this image, adds some strength to the conjec- 
tural identity of these unnamed figures. 

In the latest epoch of Yaxchilan, three throne 
scenes were carved on Lintels 5r, 55, and 57. 
Throne scenes showing a Yaxchilan ruler, spe- 


cifically Shield Jaguar II (Chel-te), were also 


created at neighboring cities tied politically to 
Yaxchilan. 

Lintel 57 shows a robed individual with an 
elaborate hairdo seated on a throne and gestur- 
ing to the person standing on the left of the 
lintel (see Figure 156). An enormous belt and a 
large water bird eating a fish make up the un- 
usual costume of the standing figure, who is 
named glyphically as Lady Great Skull. Shield 
Jaguar II’s name appears above the enthroned 
figure. | 

Lintel 51 is seriously eroded (see Figure 157). 
A cross-legged figure sits on a frontal monster- 
head throne. The personage holds what appears 
to be the type of bicephalic serpent seen on the 
lintels of Structure 16 and Steps II and III of 
Structure 33. No glyphs were carved on this 
monument. 

Lintel 55 was situated considerably out of 
the main area of Yaxchilan, about a kilometer 
southeast of Structure 54. Its imagery is cer- 
tainly within the Yaxchilan tradition (see Fig- 
ure 159). In a dual-figure composition, the male 
sits on a low throne and faces a female who 
holds up a bowl of bloodletting paper. Behind 
her writhes a serpent from whose mouth 
emerges a profile human head. On the ground 
between the two main figures is an incensario 
similar to the one on the rear of Stela 35. No 
glyphs were carved on this late monument. 

On an elegantly executed panel from Lax- 
tunich, now in the collection of the Kimbell 
Museum of Fort Worth, is a tri-level throne 
scene (see Figure 38a]. The complex composi- 
tion parallels those of Piedras Negras Stela 12 
and the Bonampak murals, which are roughly 
contemporary with this monument. Shield Jag- 
uar II, named on the lintel as Chel-te of Yax- 
chilan, inclines from his position on the throne 
toward a figure holding a rattle and whisk who 
partially kneels on a steep stairway. Below the 
throne are one seated and two kneeling prison- 
ers, all bound and stripped of their finery. One 
holds bloodletting implements. 


A lintel from La Pasadita, now in the Met- 
ropolitan Museum of New York, also shows 
Shield Jaguar II enthroned and receiving a Tla- 
loc headband from a subsidiary, presumably a 
chief of La Pasadita (Figure 385]. 

Throne scenes are fairly common on roof- 
comb sculpture in the Late Classic Period at 
several cities. The towering roofcombs of Tikal 
Temples 1 and 2 were carved with huge por- 
traits of Ruler 1 and his wife. The Temple of 
the Sun at Palenque was decorated with an im- 
age of a king enthroned and flanked by bicepha- 
lic serpents. Similarly, at Yaxchilan, the rem- 
nants of stucco sculpture on several buildings 
suggest that high-relief, enthroned kings were a 
regular motif on roofcombs. This is clearly the 
case on Structure 33, where the armature of the 
seated figure is clearly discernable. Similar ar- 
matures appear on Structures 39 and 40, and 
seated enthroned figures appeared in niches on 
Structures 20, 33, 40, and 39. 

All of the approximately one hundred figural 
scenes on monuments at Yaxchilan can be clas- 
sified with the eleven themes discussed above. 
Some of those themes—the summer solstice, 
tongue bloodletting, active captures, holding 
the bundle, holding the bloodletting bowl, and 
holding the bird-cross and other staffs—rarely 
occur outside Yaxchilan. Other modes of repre- 
senting the fundamental Maya subject matter 
that are commonly found at many sites, such 
as holding the bicephalic serpent bar and rulers 
standing on bound captives, are rare at Yax- 
chilan. The formulation of similar sculptural 
themes and the use of similar costume ele- 
ments can be observed within regions of the 
Maya area. A study of the mechanisms of shar- 
ing visual and ritual symbolism, and the extent 
to which it was shared, would make a valuable 
complement to studies of regionalism in settle- 
ment patterns, ceramic wares, and environmen- 
tal-subsistence practices. Because Yaxchilan 
kings and artists deliberately avoided copying 
sculptural themes from other sites during the 
Late Classic, I can only conclude that they 
chose to innovate unique scenes to express 
their own vision of society and to create a local 
identity based on their own visual history. 


Pictorial Syntax: The 
Cosmological- Period Ending Stelae 


Over thirty stelae have been found at Yaxchi- 
lan. Of many, only small fragments survive, 
but the patterns of iconography are so regular 
that these are often enough to determine the 
total original image. Twelve Late Classic stelae 


were very similar. These twelve were carved 
on two, and sometimes four, sides. They were 
clustered in front of Structures 20, 40, 41, 18, 
39, and 33, and are Stelae 1, 3, 4, 6, 7, 8, IO, II, 
18, 19, 20, and 31, the stalactite stela in front of 
Structure 33. Not only the imagery but some- 
times also the dates of the eroded sides can be 
reconstructed. The descriptions of the stelae 
in Appendix r give evidence for these recon- 
structions. 

Teobert Maler offered an early commentary 
on the interpretation of this set of stelae. In his 
careful descriptions, he noted that many of the 
stelae were carved on both obverse and reverse. 
Most of these monuments had what he called a 
“beneficent god" distributing to the people the 
"ropes of honey" from the "chest of good for- 
tune" on the "deity" side, which faced the 
temple in front of which it stood. 


In connection with the description of Stela r, it 
will be well to remark once for all that the stelae 
of Yaxchilan which may be regarded as mortuary 
monuments have one side devoted to the mem- 
ory of a person of rank— generally some great 
warrior with his prisoner— while the other is 
reserved for a representation of the divinity 


(Ketsalcoatl?]— generally a beneficent god dis- 
tributing the good things of life to supplicants. 
I, therefore for brevity, call one side the human 
side, and the other the deity side. 

The deity side of the Yaxchilan stelae with- 
out exception faced the temple to which it per- 
tained, while the human side was turned toward 
the city or the people. In other words, whoever 
leant his back against the temple facade saw the 
deity side of the stela, but whoever looked at the 
facade from a distance saw the human side of 
the stela.” 


Maler's assumption that the warrior figure 
was a historical human was proven correct by 
the decipherment of the accompanying texts as 
records of captures of specific individuals by the 
warrior-kings. Tatiana Proskouriakoff showed 
that the “beneficent deity" was also a human 
ruler. After having been identified as honey, co- 
pal grains, and seed corn, the "ropes of honey" 
and "chest of good fortune" are now considered 
to be streams of blood or corn being dropped 
into a basket. Now it is possible to refer to a 
bloodletting image on the temple side (Maler's 
deity side] and a warrior image on the river side 
(Maler's human side]. 
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Two monuments as- 
sociated with Yax- 
chilan: a, "Kimbell 
Panel," from Lax- 
tunich, Usumacinta 
River Valley, photo 
courtesy Kimbell Art 
Museum, Fort 
Worth, Texas; b, La 
Pasadita Lintel 2, 
drawing by Ian 
Graham (Simpson 
1976: 103]. 
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The regularity of the imagery and the two- 
sided format show that this entire composition 
had a fixed meaning. Each location on the sur- 


face of the stone—narrow sides, temple and - 


river sides, and, on the temple side, the upper, 
middle, and lower registers—was a semantic 
domain, into which were inserted the particu- 
lar data pertaining to the individual king, his 
ancestors, his community, and his deeds. 


THE TEMPLE SIDE 


Central Register 

The temple side is divided into three registers. 
The central one is the largest, and the upper 
and lower registers are about equal in size. The 
central register displays the profile image of the 
historical ruler who commissioned the monu- 
ment either in the act of perforating his penis, 
or having just completed the sacrifice, with the 
perforator visible in front of his groin. The sa- 
cred substances (blood, corn grains, incense) 
drop from his hands into a basket at his feet. 
On some stelae, a robed figure with a snaggle- 
tooth or bird headdress kneels at the feet of the 
ruler. On others, a female stands behind the 
ruler and another figure faces him. In every in- 
stance the costume is identical—the Period 
Ending costume. (The earliest two stelae re- 
corded accession anniversaries tied to Period 
Endings, but the iconography is the same.) 


Upper Register 

Above the scene of the historical ruler engaged 
in sacrifice is a Skyband Monster. As discussed 
in Chapter 3, this symbol has a local meaning 
which may differ from the meaning of the sky- 
band at other cities. Here it indicates the royal 
role in maintaining the paths of the sun, moon, 
and planets through the sky. The myth of the 
Hero Twins is evoked by the use of nine GI or 
GIII heads pendant from the skyband. Two an- 
cestor cartouches ride the skyband. Between 
them is a bust of GI or GIII. The portrayal of 
the ruler's ancestors in the cartouches is at 
once genealogical documentation, a depiction 
of filial devotion, and reference to the cosmic 
role of the deceased royal lineage as embodi- 
ment of the sun and moon. 


Lower Register 

Below the ruler's feet is his territory, symbol- 
ized as a monster composed of toponymic, agri- 
cultural, and astronomical symbols (see Chap- 
ter 3, "Basal Monsters”). On Stelae 11 and ro, 
the locality monster is replaced by parentage 


statements, referring to deceased parents then 
interred, and forming the ideological equiva- 
lent of local affiliation. 


THE NARROW SIDES 


Stelae 1, 10, and 11, all carved during the reign 
of Bird Jaguar IV, have glyphs and images run- 
ning from top to bottom on the narrow sides of 
the stelae. The glyphs on Stela 10 sides include 
the Long Count date for the Period Ending, and 
a human figure in profile. On Stela 11 is a Long 
Count date for 9.16.1.0.0 and other information 
describing the accession day of Bird Jaguar IV. 
Few glyphs survive on Stela 1, but on one side 
is a beautifully rendered portrait of a female, 
and on the other, a male figure; I assume these 
are images of the king’s deceased parents (see 
Figure 124). 


THE RIVER SIDE 


Facing out toward the river toward all who en- 
tered or passed Yaxchilan were images of the 
kings as victorious warriors. Due to accidents 
of weather and human judgment, when the ste- 
lae on the Main Plaza fell, they all fell toward 
the hills, with the river sides exposed to rain. 
Conversely, the winds swirling around the hill- 
tops of the West Acropolis caused the stelae 
that were erected in front of Structure 41, the 
highest spot at the site, to fall down the hill to- 
ward the river, so that their river sides were 
well preserved (though some stelae broke badly) 
and the temple sides were eroded. Therefore, 
Stelae 18, 19, and 20 of Structure 41 have the 
best-preserved river side glyphs and images and 
must be used as the basis for the reconstruc- 
tion of the information and dates contained on 
the river sides. 

The glyphs of Stela 18 (Figure 145 b) record a 
Calendar Round, a capture verb, the name of 
the captive, and lengthy titles of Shield Jaguar I. 
One of the titles is the headless jaguar used to 
refer to GIII on pots and at the Palenque Group 
of the Cross. Another association with GIII is 
the consistent use of the war costume. On one 
appearance of the war costume at Yaxchilan, 
the king wears a GIII cruller (see Structure 20, 
Lintel 12, in Figure 9o]. Ritual warfare seems to 
be under the dominion of GIII at most Maya 
sites, including Palenque, where the crossed 
spears and GIII shield appear on the panel in 
which the birth of GMI is recorded. Thus the im- 
age of king as captor on the river sides of the ste- 
lae is also a depiction of him personifying GIII. 


THE COSMOGRAM 


The elements of these Yaxchilan stelae refer to 
the same tripartite synergism of cosmic func- 
tion as is exhibited in the Cross Group at Pa- 
lenque. There, the realms in which the ruler 
was required to mediate were portrayed in three 
separate temples by the Late Classic ruler Chan 
Bahlum around 9.13.0.0.0. In the Temple of the 
Cross, the birth of GI is recorded as having oc- 
curred on 9 Wind. As explained in Chapter 3, 
GI is associated with the path of Venus and the 
sun through the day sky. At Yaxchilan, the 
upper registers of the temple sides of the stelae 
include images of the royal ancestors in solar 
and lunar cartouches, GI busts, and the Sky- 
band Monster dripping GI heads. In the central 
register, the rulers all wore GI as Chac Xib 
Chac diadems, indicating that they sacrificed 
themselves as Hunahpu did in the Popol Vuh. 

The third born of the Palenque Triad, GII or 
God K, is memorialized in the Temple of the 
Foliated Cross at Palenque. The image on that 
tablet is one of a corn plant or tree marked with 
heads of the young Maize God or God K. The 
plant grows from a skeletal, frontal monster 
marked as "ancestral temple" by the Kan Cross 
on his forehead. In the Temple of the Foliated 
Cross, the creation of the gods and thus the 
world order is specified glyphically as being en- 
acted through the blood sacrifice of the ruler. 
The image shows Chan Bahlum receiving a dei- 
fied bloodletter in front of the corn plant that 
sprouts from the ancestral temple. Yaxchilan's 
version of this scene was placed on the central 
and lower registers of the temple sides of the 
stelae. Sacrificial blood drips from the ruler's 
hands onto his territory, where the bones of 
his ancestors are buried, and which alternately 
contains images of the Underworld sun or the 
locality. The ancestors, above, watch the scene 
and mediate for the ruler using the bicephalic 
serpent bar. 

The river sides of Yaxchilan's stelae are anal- 
ogous to the Temple of the Sun and the realm 
of ritual warfare and the Underworld. This was 
the more public image of the king. The self- 
sacrificial and ancestral portions of the stelae 
faced the temples at the site, so that only the 
individuals privileged to stand on the steps of 
the temples could view the bloodletting images 
(with the exception of Stela r, which was placed 
in the middle of the Main Plaza with plenty of 
space on every side). This placement probably 
paralleled the ritual process. Bloodletting prob- 
ably occurred within the privacy of the temple 


and was announced by assistants on the temple 
steps, while the people in the plaza gazed upon 
the image of their ruler as protector. Two groups 
of people viewing different aspects of the same 
kingsimultaneously formed an interesting com- 
plementary opposition of imagery and function 
for the stela and the ruler. 

Each group of cosmogram stelae was erected 
in front of buildings which faced the summer 
solstice sunrise. On the east side of the stelae, 
the warrior scene (which was a capture prior to 
the date of the Period Ending on the temple 
side) was illuminated first by the sun each day. 
The sun climbed in the tropical sky until it 
reached its zenith, above the apex of the cos- 
mic axis represented by vertical shaft of the 
stela. Then it descended, illuminating the sac- 
rificial scene on the west (temple) side, until it 
sank below the western hills each evening. The 
deliberately contrived interaction between 
the cosmogram stelae and the daily transit of 
the sun metaphorically showed that the sun 
conveyed the offering of sacrificial blood into 
the Underworld, daily renewing the periodic 
blood sacrifices of the king. 


Pictorial Syntax on Lintels 


The placement of symbolic elements on Yax- 
chilan lintels is different from that on the ste- 
lae, for two main reasons—the settings for the 
figures differ, and most lintels were designed in 
groups of three. On the cosmological stelae, 
figures are portrayed without a depicted space, 
or, more accurately, their position within the 
vertical cosmos is shown, but their images are 
intended to be seen against the background of 
the actual ceremonial center. On the lintels, no 
specific reference to cosmic location is made, 
although the placement of the lintels inside the 
doorways of the temples was probably a simile 
for the placement of the ruler (his image) inside 
the aperture of the Axis Mundi or, in other 
words, at the opening between cosmic realms. 
The transference of the setting of the ritual 
scene to the entranceways into the temples 
frees the pictorial space of the lintel for its pri- 
mary purpose—a record of the participation by 
a member of the royal lineage in a ritual in 
which the community’s sacred objects occupy 
the space allocated to them, thereby substan- 
tiating the cosmic order. 

On lintels, the entire significatory load of the 
iconography is carried by costume elements and 
their placement. They tell what kind of cere- 
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mony is portrayed and which mythological 
supernaturals are being personified, and signify 
astronomical, political, and sacrificial func- 
tions for the ruler. 

In this section I will discuss the ten lintels 
that I believe were carved as an assemblage of 
complementary information in the five years 
after the accession of Bird Jaguar IV (between 
9.16.1.0.0 and 9.r6.6.0.0) in three simultane- 
ously designed structures, I, 33, and 42. These 
were selected as the examples of the organiza- 
tion of symbols on lintels because the meaning 
of the post-accession rituals portrayed on them 
has never been clearly understood from the 
glyphs, and a pictorial analysis clarifies the rit- 
uals. Also, in this ensemble, the figures are 
fully dressed, so there is an optimum oppor- 
tunity for examining the symbolic capacity of 
the ceremonial regalia. Structures 1 and 42 are 
"twin" structures, in that the dates of the three 
lintels of Structure 42 also appear on three of 
the four lintels of Structure 1. The ruler, Bird 
Jaguar IV, appears on all ten lintels. On the 
paired lintels, he is accompanied by the Captor 
of Muluc in one structure, and on the same 
date on the other structure, he is portrayed 
with one of his female ceremonial assistants. 
Thus two images of the post-accession cere- 
monies are available to characterize the nature 
of the events. 

This analysis is illustrated in three pairs of 
charts (Figures 39—41). One chart in each pair 
is a blow-up of the pictorial elements of the lin- 
tels. The other chart of the pair assigns the 
words which Mayanists use to the pictorial ele- 
ments. The words are organized in the same 
order as the symbols actually occur on the lin- 
tels. One more chart (Figure 42) organizes the 
information on all ten lintels according to the 
significatory levels upon which the symbols 
function. I did not assume that these symbols 
were ordered with particular kinds of infor- 
mation; instead, I made the first set of charts, 
then saw what kinds of categories suggested 
themselves. 

The symbols on these lintels are carried by 
the human bodies of Bird Jaguar and his com- 
panions, and appear on various locations of the 
bodies. This presupposes a vertical stratifica- 
tion of most of the symbolic elements. Vertical- 
ity was stressed by the designers through the 
use of tall headdresses and through the place- 
ment of symbolic elements above the head- 
dresses. There seem to be about six vertically 
stratified areas or semantic niches which carry 
symbols. The uppermost niche contains those 
elements that are perched above the headdress 
and hand-held elements that are the highest 


thing in the composition. The headdress and at- 
tached elements form the second niche. Back- 
racks protrude into the picture plane above the 
ruler's shoulders. On these monuments, the 
protagonists always hold special objects, and 
they are centrally located in the picture plane. 
The hand-held objects are important symbols. 
One feels that any of these objects would not 
look out of place in a headdress, but that the 
rulers hold them to impart a sense of activity. 
Chest ornaments vary less than other elements. 
Particular pendants are noted here, as are capes 
and skirts that complete an outfit. Belts were 
literally the vehicles for another set of ritual 
symbols. I looked at shoes and leg ornaments, 
but their portrayal seemed to me to follow fash- 
ion more than adding any new information to 
knowledge about the rites portrayed, so I do not 
discuss their details here. 

It is helpful to consider these rituals in the 
light of textual information. I will discuss the 
events in chronological order, noting which 
events are commemorated and what the sym- 
bol system relates about these events. 
9.16.1.0.0 


Str 33, L1 Lady GS 


(29 Apr 752] 

Lintel 1 commemorates the earliest event in 
this series, the accession of Bird Jaguar IV to the 
throne. The mirrors in the uppermost niche of 
his outfit may refer to the ruler or heir-designate 
as the "mirror of his people," a Yucatecan 
phrase found in the Motul Dictionary.” He 
wears the local version of the traditional Maya 
accession headdress. Bird Jaguar and the mother 
of his son, Lady Great Skull, both wear the 
“jester god" on their headdresses, an indication 
of their divine lineages. Bird Jaguar's feather 
backrack is always worn on Period Endings and 
accessions at Yaxchilan by fully dressed rulers. 
He holds the God K manikin scepter and the 
GIII shield, which is typical Maya accession 
iconography, but unusual for Yaxchilan before 
that time. Lady Great Skull holds the bundle of 
bloodletting implements, a local way to imply 
blood sacrifice. The skyband edging her gown 
may function as a royal emblem. 
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Str i, L 5 
Str 42, L 42 


9.16.1.2.0 (7 Jun 752] 


Two uinals after his accession day, Bird Jag- 
uar performed ceremonies with two members 
of his court, Captor of Muluc and Lady Ahpo 
Ik. With the Captor of Muluc, Bird Jaguar IV 
displayed the God K scepter and God C shield. 
Captor of Muluc held an axe and shield and 
wore a pointed hipcloth, implying bloodletting. 
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LINTEL 1 | LINTEL 2 LINTEL 3 


BJIV 2nd BJIV 2nd BJIV 
Mirror Flowers Sun-Venus serpent Sun-Venus serpent GI Diadem 
Jaguar tail Jaguar tail 
Mirror Skyband 
Skeletal serpent Skeletal serpent Serpent jaw Venus 
Jester Jester Jester Jester Jester 
Drum-major Bird-and-flower | Drum-major Drum-major God K caiman . Coiled-serpent 
headdress diadem headdress headdress headdress headdress 
Skyband backrack Skyband backrack | Backrack Backrack 
God K manikin Bundle Bird-cross Bird-crosses God K manikin God K manikin 
scepter scepter scepter | 
GII shield - GII shield 
Ahau collar Ahau collar Ahau collar 
Ahau collar Skyband Ahau collar Ahau collar Crossed-bands ^ Crossed-bands 
pectoral pectoral 39. 
Ahau belt Ahau belt Chart (a) and verbal 
description (b) of the 
Bloody strips Bloody strips Knots on wrists Knots on wrists imagery on Struc- 
ture 33 lintels. De- 
Pointed hipcloth Pointed hipcloth tails from drawings 
by Graham 


Knots on ankles Knots on ankles (1977:13, 15, 17}. 


LINTEL 5 : LINTEL 6 LINTEL 7 LINTEL 8 


acl 
RADA 
ee 
ES. 


LINTEL 5 LINTEL 6 LINTEL 7 LINTEL 8 
BJIV 2nd BJIV 2nd BJIV 2nd 2nd BJIV 


God K GI diadem 
basket 


Sun-Venus Jester 
serpent 


Mexican Mexican 
year sign year sign 


Skeletal Jaguar tail 
serpent 


Jaguar tail 


Drum-major 


headdress 


Venus jaguar Waterlily + fish | Coiled-serpent God K 
headdress headdress headdress 


Rectangular Tlaloc 
headdress 


Jester Snaggletooth 


Skyband Backrack Skull 
backrack backrack 


Bird-cross Bundle Perforator god | God K Bundle Spear 


Jaguar paw Jaguar paw Prisoner Prisoner 


Shield 


Ahau collar 


Ahau collar Ahau collar War scarf 


Bloody strips 


Knot belt Knot belt Knot belt Ahau belt 


Jaguar head 
God C loincloth 


Quatrefoil Jaguar tail 


Perforator god 
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LINTEL 43 (Opposite page) 
Chart (a) and verbal 
2nd BJIV description (b) of the 


j imagery on Struc- 
Mirrors sone | God K basket ture 1 lintels. 
serpent jaw Details from draw- 


ings by Graham 


Cloth & Tlaloc Drum-major Drum-major GIII ; 
double loop headdress headdress [1977 :21, 23, 25, 27). 
Spotted material Waterlily jaguar 
Snaggletooth 
Serpent 
Spear | Shield, axe God K manikin Bloodletting Flat object 
scepter bowl 
[Bloodletting God C shield 
bowl]* 
War scarf Ahau collar Ahau collar Ahau collar 
Crouching Sun pendant Crouching 
jaguar pendant jaguar pendant 23 
Bloody strips Pointed Dangler belt Crossed-bands 
hipcloth belt Chart (a) and verbal 
description (b) of the 
Shark belt imagery on Struc- 


ture 42 lintels. De- 
Bloodletting knots} tails from drawings 
by Graham 

Jade leg ornaments} (1979:91, 93, 95). 


* There must have been a bloodletting bowl here, but it is now missing. 
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Two verbal phrases occur on Lintel 42, the first 
of which refers to the holding of the manikin 
scepter.” Another phrase at E2—F2 includes a 
"fire" glyph and a GI head, identical to a phrase 
associated with Shield Jaguar's accession on 
Lintel 25 at D1. The phrase at E3— F3 is derived 
from the birth and bloodletting verbs and seems 
to indicate “the birth of bloodletting.” Perhaps 
this day was the completion of a phase of Bird 
Jaguar's accession ritual that included bloodlet- 
ting, and it was glyphically likened to Shield 
Jaguar’s accession. Accession also was recalled 
on Lintel 5 by the bundle that Lady Ahpo Ik 
held. The presence of the bundle makes it clear 
that bloodletting was part of the ritual. On 
Lintel 1, Bird Jaguar IV had made no reference 
to the Hero Twins but now that this phase of 
the accession ritual was completed, he invoked 
GI through a symbol on top of his headdress 
that conflates the shell earplug of GI with k’in 
and Venus elements carried by a serpent. 


9.16.1.8.6 | (12O0ct 752] StrrL6 CoM 
Str 42, L 43 Lady Ix 
9.16.1.8.8 (14 Oct 752) Stri,L7 Lady Ix 


On Lintels 6 and 43, which refer to the same - 


date, Bird Jaguar holds a “God K basket staff" 
and wears the same costume. The costume 
contains GIH symbols: a waterlily-jaguar head- 
dress, infixed with a Venus sign, and strips of 
jaguar-skin cloth. On Lintel 6 the costume in- 
cludes a jaguar-head belt ornament, while on 
Lintel 43 a shark head appears in the same 
place. On Lintel 6, Bird Jaguar is accompanied 
by Captor of Muluc, who wears a fish-eating- 
waterlily headdress that is also seen on the 
ballgame steps of Structure 33. He also wears 
bloodletting knots on his arms and legs and at 
the waist. On Lintel 43, Lady Ix holds the blood- 
letting bowl. Whatever this ceremony was, it 
must have had Underworld significance, and 
have involved bloodletting. The rationale for an 
event involving the Underworld 166 days after 
the accession of the ruler is not obvious. How- 
ever, this date is five days short of the eighth 
tropical-year* anniversary of an important 
event in the life of Bird Jaguar which is part of 
Structure 33—the ballgame event recorded on 
Step VII. On 3 Muluc 17 Mac, 9.15.13.6.9 (17 
October 744], Bird Jaguar had played the ball- 
game, presumably in the Underworld. He lik- 
ened himself to the Hero Twins who went to 
the Underworld to defeat the Lords of Xibalba. 
Like them, Bird Jaguar was apparently success- 
ful. Although these lintels do not show ball- 
game scenes, the fact that the costume clearly 


refers to Underworld activities supports the 
suggestion that this eight-year anniversary of 
Bird Jaguar's first descent into the Underworld 
to play the ballgame was the reason for the in- 
clusion of this ceremony within the cycle of 
accession ceremonies. The ballgame must have 
been conceptually linked to Bird Jaguar's acces- 
sion, because the ballgame monument was 
placed at the center of the stairs of the tem- 
ple in which his accession was recorded, 
Structure 33. 

Lintel 7 postdates Lintels 6 and 43 by two 
days, and is three days short of the eighth ball- 
game anniversary. On this lintel, Bird Jaguar 
wears the coiled-serpent headdress associated 
on all other occasions with anniversaries. He 
wears the GI diadem, impersonating Chac Xib 
Chac, and the God C loincloth (a motif bor- 
rowed from other sites, where it indicates Pe- 
riod Endings}. This Period Ending- anniversary 
image seems to refer to the completion of eight 
years since the cosmic ballgame. 


Str 1i, L8 
Str 42, L 41 
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9.16.4.1.1 (5 Apr 755) 


On this date Bird Jaguar captured Jeweled 
Skull. This event was commemorated on twin 
Lintels 8 and 41. Bird Jaguar wore the Maya war 
outfit. At Yaxchilan, important captures were 
an integral part of Period Ending statements on 
the cosmological stelae. Probably in the same 
manner, this capture sealed the accession of 
Bird Jaguar. 
9.16.5.0.0 (8 Apr756) Str33,L3  ManofL3 

Bird Jaguar incorporated the hotun ending 
9.16.5.0.0 into his accession structure. Since 
that day was also an anniversary of his acces- 
sion, he wore the coiled-serpent headdress, a 
backrack, and held the God K manikin scepter 
and the GIII shield. He impersonated Chac Xib 
Chac, symbolized by the GI diadem, the Venus 
symbol on the back of his headdress, and the 
crossed-bands pectoral (obscured by jade beads). 
The bloodletting that surely occurred in con- 
junction with this event is alluded to through 
the wearing of the pointed hipcloth and blood- 
letting knots at the wrists and ankles. His links 
to the dynasty are conveyed through the ahau 
belt, by the T6o knot on the central head of the 
ahau belt (it also ties the accession bundle], 
and by the holding of the God K manikin scep- 
ter. His comrade, called a 3 Katun Cahal, car- 
ries the same dynastic accession regalia that 
Bird Jaguar does. His headdress includes a God 


K base, a skyband segment, and an akbal me- 
dallion. It is possible that this man was made 
Cahal during this ceremony, but it is not spe- 
cifically stated in the glyphs. 

Str 33, L 2 


(3 Apr 757] SJ II 


9.16.6.0.0 

As the central lintel of Structure 335, Bird 
Jaguar placed the lintel which closed the saga 
of his first five tuns in office. Here he included 
an image of his five-year-old son wearing typi- 
cal dynastic kingly regalia—in fact, wearing a 
costume identical to Bird Jaguar's. They imper- 
sonate GI and GIII simultaneously in their roles 
as the sun and Venus, as seen by the sun-Venus- 
serpent element above their headdresses. They 
wear the drum-major headdress. The Cosmic 
Monster or Skyband Monster is worn as a back- 
rack. The bloodletting required by the occasion 
is demonstrated by their skirts made of bloody 
strips. Wielding the bird-cross scepters, they 
show that their ritual effectiveness is cosmic in 
scope. One of the few differences in their cos- 
tumes is that King Bird Jaguar wears a mirror 
on his headdress, as the mirror of his people, 
while the five-year-old Chel-te, later to take 
office as Shield Jaguar II, does not. 

In this triad of structures, Bird Jaguar IV re- 
corded some anterior and posterior events that 
directly related to his accession day. Each of 
the costume elements on these ten lintels sym- 
bolizes one of the various functions of the ruler 
in his political, astronomical, sacrificial, and 
mythological roles. Figure 42 presents an analy- 
sis of the distribution of the symbols. It serves 
as a basis for a discussion of how a pictorial 
narrative of cyclical time was achieved. 

Certain realms of meaning are emphasized 
in one structure but not in another. Obviously 
Structure 33 is primarily concerned with the 
Period Endings and accession. The symbols 
used in it conform to pan-Maya culture—the 
drum-major headdress, God K scepter, and GIII 
shield, the “jester god," the ahau belt. The cere- 
monies are also more typical of other Maya cit- 
ies than those of the other two structures—ac- 
cession, hotun commemorations, and Period 
Endings. It is here that the ruler's wife and son 
are portrayed, and not in the twin structures. 
Astronomical knowledge aggrandized the po- 
litical stature of Bird Jaguar in Structure 33. 
The inclusion of the sun-Venus-serpent symbol 
on the headdress in the central lintel is inter- 
esting in view of the fact that it is through this 
doorway that the sun illuminates the larger- 
than-lifesize statue of Bird Jaguar IV on sum- 
mer solstice. Of the three structures, this is the 


only one oriented toward the summer solstice 
sunrise. 

Like those of Structure 33, the Structure r 
lintels include references to God K and GII. 
However, in Structure r, Bird Jaguar imperson- 
ates Chac Xib Chac twice. Structure I seems to 
emphasize GI iconography, while Structure 42 
emphasizes GIII iconography, but the concen- 
tration of a particular type of symbol in one 
structure is very weak. The purpose in ordering 
the iconography seems to have been to overlap 
the areas of meaning rather than segregate 
them. The ruler often held or wore elements re- 
ferring to more than one member of the Triad 
at one time. As in the Group of the Cross at 
Palenque, the divisions of mythological sym- 
bolism are dynamic and interrelated. The iden- 
tities of the Hero Twins and the Palenque Triad 
similarly imbricate. The only way to perceive 
the full intent of the symbolism of these as- 
semblages of monuments is to do so overall, to 
observe the attempt to create overlapping and 
redundancy rather than to compartmentalize. 

Different parts of the lintels tend to stress 
references to different cosmic realms. The sym- 
bols in the uppermost niche are references to 
astronomical bodies and the Palenque Triad. 
Skeletal serpent jaws and jaguar tails also oc- 
cupy this niche, and may also be references to 
these mythological characters. The second 
niche from the top includes the headdress as 
the most indicative symbol of the event in pro- 
gress. The backrack indicates a cosmic level, 
perhaps where the rituals are aimed. Objects in 
the hands are the magical weapons of ritual 
sacrifice and warfare. Wrist and ankle bands 
often indicate whether the ceremony includes 
bloodletting. The headdress reveals more about 
the type of ceremony performed than any other 
single costume element. On these ten lintels, 
Bird Jaguar IV wears only four different head- 
dresses: the drum-major headdress (accession), 
the waterlily-jaguar headdress with a Venus in- 
fix (Underworld-ballgame), the coiled serpent 
(anniversary), and a pan-Maya Tlaloc war head- 
dress. The accentuation of the highest point on 
the figure in pictorial imagery parallels Gos- 
sen's observation that "up" is the most impor- 
tant and "hot" ritual direction in the space- 
time framework of the Chamulas. 

Spatial and temporal distribution of the sym- 
bols belies a chronological narrative structure. 
Gl is slightly emphasized in the lower building, 
dynasty and accession in the center, and GIII in 
the upper one. Temporally, the earliest and lat- 
est events are recorded in the middle, and the 
middle events in the outer temples. 
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42. 


The distribution in 
symbolic levels of 
the iconography of 
lintels in Structures 
33, I, and 42. 


Astronomical/ 
cosmic 


Mythological/ 
cosmic 


Dynastic 


Earthly/ 
political 


Other authors examining Maya sculpture 
have referred to scenes like this as "monosce- 
nic narrative, wherein one scene from the total 
event is portrayed and stands for the whole.” 
Inasmuch as the "total event" refers to the en- 
tire ceremony which occurred, I agree. How- 
ever, I think that the kind of narrative em- 
ployed at Yaxchilan is one which is unique to 
those societies, like the Maya, which share the 
concept of nonlinear time in which events from 
past and present are incorporated into the pres- 
ent. It would have been possible for a group of 
three lintels to tell a story, but the Yaxchilan 
designers deliberately avoided using techniques 
that would indicate a sequence of events. Tech- 
niques used at Yaxchilan for indicating that 


stated events were related can be seen in the 
all-glyphic lintels of Structure 24, wherein 
events are recited in chronological order and 
linked by Distance Numbers. However, the 
events commemorated on sets of figural lintels 
were often widely separated in time, some- 
times by a few years, other times by more than a 
katun, and were not linked by Distance Num- 
bers, nor set into the building in chronological 
order. This makes it impossible to "read" the 
events in a chronological sequence of cause and 
effect. Another device was used by the designers 
to reiterate that the events shown were not part 
of a temporally linear sequence—the actors ap- 
pear in different outfits in different scenes. 
The designers of the Structures r, 33, and 42 


STRUCTURE 33 STRUCTURE 1 


Sun-Venus serpent 
Skyband backrack 


GI + Gill 


Drum-major 
headdress 
God K Bird-crosses 


God I as 


God K as 
manikin scepter 


Accession 


B 


9.16.1.0.0 


Jester 


Period ending 


Accession 
anniversary 


Presentation 
of son 


9.16.6.0.0 


Venus 


Chac Xib Chac 


GIII shields 


manikin scepter 


7 


Accession 
anniversary 


Skirt and knots 


9.16.5.0.0 


Lintel 5 Lintel 6 


Sun-Venus serpent Venus jaguar 


| headdress 


Skyband backrack 


GI + GIII Waterlily jaguar 


GIII 


God K 


Bird-cross 


God K basket 


Recollection 
of ballgame 


Drum-major 


headdress 


Jaguar paws 


Bundle Bloody strips 


9.16.1.2.0 9.16.1.8.6 


lintels and the ballgame steps conveyed a sense 
of narrative through reference to the myth of 
the Palenque Triad. Rather than sequentially 
reenacting or portraying that story, they pre- 
sented the notion that there is but one ideal 
mode of behavior, that of the Palenque Triad, 
and the ruler reenacts different segments of the 
myth as the circumstances call for them. The 
important thing was to make reference to all 
the Triad (or both the Hero Twins) at some 
place in the three lintels that function in the 
building. The story is of cosmic proportions, 
and its events and heroes exist now, and simul- 
taneously in the past and future. Since scenes 
on lintels are frozen moments, the symbols on 
a single lintel do not yield step-by-step infor- 


STRUCTURE 42 
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Chac Xib Chac 


God K 


God K 


Ballgame 
anniversary 


Coiled-serpent Prisoners 


headdress 


Shield 


War scarf 


Bundle Bloody strips 


Skull backrack 


God C loincloth 


9.16.1.8.8 9.16.4.1.1 


Bloody skirt 
Bloody strips 


[Bloodletting bowl] 


9.16.4.1.1 


mation on any given ceremony. Nor were the 
sets of lintels designed to elucidate a sequence 
of events within a single ritual. This is a kind 
of narrative in which the circularity of time is 
manifested. Perhaps for that reason, there are 
no Long Counts on the lintels, only Calendar 
Rounds. The designers’ goal in organizing the 
symbols was to recreate the whole paradigm in 
each temple. | 

A series of historical events underpins the 
texts and images, but the organization of this 
story deliberately avoids the order of linear 
time. What is the story? It is hard for those of 
us to whom time is primarily linear to tell a 
story that doesn't start at the beginning. Where 
would we begin? At the left or right? At the top 


Skyband backrack 


Waterlily jaguar 
God K 
Shark belt 


God K as 
manikin scepter 


Pointed hipcloth Bloodletting bowl 


9.16.1.2.0 


9.16.1.8.6 


Lintel 43 


God K basket 


Ballgame 
anniversary 


109 


Scenes of Royal 
Ritual 


IIO 


Maya by Design 


or bottom? Would we run up and down the 
temples at Yaxchilan, doing it in chronological 
order? To tell this story, one would have to 
know the whole myth of creation and how the 
Maya dynasties intersected with that saga. Al- 
though the historical element of the lintels and 
steps is confined to thirteen years, the mytho- 
logical resonances cover an enormous temporal 


expanse (particularly including the references - 


to the ancient ballgames on Step VII). 


If we had an English word that fully expressed 
the Mayan sense of narrative time, it would have 
to embrace the duality of the divine and the hu- 
man in the same way the Quiché term cahuleu 
or "sky-earth" preserves the duality of what we 
call "the world.” . . . For Mayans, the presence of 
a divine dimension in narratives of human af- 
fairs is not an imperfection, but a necessity, and 
it is balanced by a necessary human dimension 
in narratives of divine affairs.” 


Dennis Tedlock, in the above description of 
the scope of time in the Popol Vuh, was refer- 
ring to narrative in written texts, both ethno- 
historic and hieroglyphic, but I think that his 
comment applies equally to Maya pictorial rep- 
resentations. In the written account of the 
Maya creation myth, mythic activities domi- 
nate the first three parts and historical activi- 
ties the last two. In Bird Jaguar's pictorial syn- 
opsis of his roles in the drama of the hero gods, 
the pictorial symbols carry much of the mythic 
and ritual portions of the narrative while the 
written words lend validity to the tale through 
their specificity. 

We should consider the actual execution of 
this massive sculptural campaign. It was ac- 


complished in five years and employed artists 
from three workshops. To achieve such a com- 
plex political-cosmological statement, the art- 
ists and scribes must have been supervised by 
some sort of overseer of symbols and texts. The 
scribes seem to have had more independence 
than the artists, for the textual characteristics 
such as spelling vary more from building to 
building than do the pictorial symbols. The sec- 
ond generation of artists trained by the Struc- 
ture 23 workshop executed Lintels 41 and 43. 
The Structure 33 artists had not worked inde- 
pendently at Yaxchilan previously. At least two 
scribes worked on the Structure 33 texts and 
may have also done the images. The Structure 
I lintels, text and images, may have been exe- 
cuted by a single individual, or all drawn by 
one individual and carved by assistants, for 
they are all very uniform. The Structure 1 work- 
shop was also responsible for Lintel 42. 

In designing public art at Yaxchilan, artists 
worked within aesthetic guidelines and within 
the code of meanings inherent in royal costume 
to create scenes to express a changing political 
and social reality and to relate it to the cosmo- 


= logical beliefs that united the Maya civiliza- 


tion. Àn additional consideration in the design 
of monuments was where they would be posi- 
tioned at the site—down in the plaza or up on 
the acropoli—and whether they would face 
winter or summer solstice sunrise. One won- 
ders if the rulers made the decisions about 
what kinds of monuments and buildings were 
appropriate for the era. If it was not the king, 
then it was some important individual, for the 
city certainly shows evidence of comprehen- 
sive planning. | 


Yaxchilan occupies a peninsula protected on 
the south and southwest by tall hills. To the 
northeast and northwest, the strong current of 
the Usumacinta creates a natural barrier. The 
site is in an easily defensible location, but the 


founders of the ceremonial center selected this | 


particular area on the southwest bank of the 
Usumacinta for an additional purpose—to use 
the hills for pyramid bases and to obtain a spe- 
cific line-of-sight relationship with a mountain 
on the easterly horizon. 

George F. Andrews observed that "within 
any particular [Maya] site the majority of build- 
ings tend to be oriented consistently with re- 
gard to one another and with the cardinal direc- 
tions." Alignments in the observatory groups of 
Uaxactun and other sites led Andrews to note 
that the solstice sunrise and sunset points could 
also aid in establishing the cardinal points, 
such knowledge being used in city planning. 
But while he observed that Yaxchilan was se- 
lected to take advantage of the broad shelf along 
the river, he stated that "there is very little 
consistency in the orientation of various build- 
ings and no real effort to recognize the cardinal 
points of the compass.” ! 

Clearly the designers of the ceremonial city 
exploited the hills and shelves of the existing 
terrain, as Andrews suggests, but if this had 
been their sole motive, they would have used 
the even larger flat area to the northwest, where 
the present airstrip is situated, or the area fur- 
ther southeast of the site for monumental con- 
struction. My studies of the site strongly sug- 
gest that at least from the era of Bird Jaguar III, 
planning at Yaxchilan was not purely "organic" 
as Andrews suggested, but established specific 
axes of solstitial orientation for architecture, 


The City asa 
Solar Cosmogram 


depending on the function of the building or 
space or the message of its sculptural program, 
and was conceived to define ritual areas used 
by particular rulers. 

Horst Hartung noted some regularity in the 
distribution layout of buildings and monuments 
at Yaxchilan as it appeared in the Late Classic 
Period. In general, he looked at the geometri- 
cal relationships among the buildings as if the 
structures were all at the same altitude, as they 
are represented on a two-dimensional map. In 
particular, Hartung pointed out conceptual 
right triangles, isoceles triangles, and cardinal 
lines created by imaginary lines extending from 
the walls of the ancient buildings. His most 
successful analysis was of Piedras Negras, 
where he observed alignments of stelae that 
conceptually linked the reigns of successive 
rulers. I think that some of the alignments Har- 
tung noted at Yaxchilan were intentional, and 
that they help define boundaries of ritual space. 
Others, such as the "directly south" relation- 
ship between the central marker in the ball- 
court (Structure 14) and Altar 9 in front of Struc- 
ture 23, seem to have no relation to the political 
and ritual events encoded in art and architec- 
ture.? If all the altars were placed on north-south 
axes relative to one another (or ones from the 
same reign, or ones that linked reigns}, then a 
convincing pattern emerges. What seems to re- 
sult from this analysis is an interesting set of 
geometric relationships of objects which were 
not at the same altitude and which have no 
clear meaning politically. While Hartung noted 
north-south and east-west alignments, it seems 
he failed to seek any cultural reason for the im- 
portance of such alignments. 

I tested the assumption that the orientation 
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Table 5 


Orientations of 
standing buildings 
at Yaxchilan 


of the building was done from the perspective 
of the user by measuring orientations of all 
standing architecture with a compass, sighting 
along the interior walls of the three doorways 
and the exterior walls of the structures. To ar- 
rive at a more precise measurement of the origi- 
nal structure, I averaged these eight measure- 
ments (to allow for the sagging and settling 
of walls over the centuries). Thus the number 
given corresponds to the direction the building 
itself faces, or the direction one would face 
who stood in an entrance and looked straight 
out. The orientations are expressed in degrees 
east of magnetic north. They fall loosely into 
five groups: 6—14 degrees, 20—30 degrees, 51— 
54 degrees, 108— 124 degrees (in which several 
structures face exactly 118 degrees), and a west- 
erly group (see Table 5). 

Two of these orientations are very promi- 
nent at the site, and are evident in the siting of 
the earliest known structures, 41 and 12. These 
axes—53 degrees east of north and 118 degrees 
east of north respectively—approximate the 
positions of the sunrise at its maximum elon- 
gations on the horizon, in other words, on sum- 
mer and winter solstice. Begun in the Early 


(In Degrees East of North) 


Structure Orientation Ruler 
25 9 ? 

26 9 ? 

30 14 2 

55 6 SJ 
39 20-21 BJIV 
6 27 KEJII? 
7 30 2 

23 29 SJ 

36 26 ? 

5] 30 ? 

20 53 SJII 
21 54 BJIV 
33 54 BJIV 
40 53 BJIV? 
41 51 BJIII? 
12 118 R10 
13 118 BJIV? 
14 118 ? 

16 118 BJIV 
18 118—120 SJ? 
19 118 BJIII? 
24 118 BJIV 
42, 108-110 BJIV 
67 124 ? 

11 + 74 220 ? 

71 318 ? 

1 345 BJIV 


Classic, these axes were enhanced by the Late 
Classic rulers, particularly Bird Jaguar IV, to cre- 
ate architectural-solar hierophanies in the city. 

Looking at the map of Yaxchilan, one sees 
that the entire Main Plaza is oriented from 
northwest to southeast. Several small buildings 
sit perpendicular to this axis, and their aper- 
tures face southeast, the same direction as the 
plaza. Bisecting this major axis is a strong axis 
in the form of the stairway to Structure 33, the 
temple itself, and the group of monuments in 
the center of the Main Plaza. All these face 
northeast. The other monumental stairway at 
the site, that to Structure 41, faces the same di- 
rection, as do many of the temples along the 
first terrace of the plaza. This is not accidental, 
nor is it common at other Maya cities. 

At other sites, architectural-solar alignments 
were used to observe the passage of summer and 
winter solstice, but not in the same manner as 
at Yaxchilan. The solstitial sunrise observatory 
at Uaxactun is well known,’ and twelve addi- 
tional examples of similar structures exist at 
other sites.^ Many other types of observatories 
are discussed by Anthony F. Aveni.? What is ob- 
vious is that the ancient Mayas were aware of 
the annual transit of the sun along the horizon 
and used it ritually, even though there was not 
a method for recording it in the complex Maya 
calendar. Modern Maya groups are still acutely 
aware of the solar cycle as defined by the pas- 
sage of the sun from north to south on the hori- 
zon. Gary Gossen states that "The whole cos- 
mological system is bounded and held together 
by the paths of the Sun and Moon, who are the 
principal deities in the Chamula pantheon."5 

Mounting evidence from epigraphers, eth- 
nographers, and astronomers indicates that the 
Maya conceived of the directions not as east, 
west, north, and south, but as the four solstitial 
sunrise and sunset points, plus zenith and na- 
dir.’ What I have observed in the alignments 
of structures and spaces in Yaxchilan supports 
their ethnographic and linguistic data. 

In ancient times, as today, the solar year was 
probably observed on the horizon or with archi- 
tectural assemblages designed to interact with 
the horizon. The application of the solar year in 
city planning and ritual was based on observa- 
tion rather than calculation. For this reason, the 
summer-solstice and solar-year anniversary 
dates at Yaxchilan generally surround by sev- 
eral days the specific solstice recognized by 
modern calculations. (See Appendix 2 for a list 
of solar-year anniversaries at Yaxchilan—anni- 
versaries are marked with an "A" in the Re- 
corded Verb column and summer solstice can 


be seen in the Julian Date column.) If what was 
remembered about the nature of the day upon 
which an event occurred was the position of 
the sun relative to an object on the horizon, 
and since the sun appears to hold still relative 
to the horizon for several days around both sol- 
stices, then some error is to be expected. 

After my initial work on the dates in the in- 
scriptions at Yaxchilan, I discovered that one 
prominently recurring series of dates fell very 
near summer solstice. Suspecting that some in- 
teresting illumination might occur at the site 
then, I journeyed there with a crew of assis- 
tants in 1984 and again in 1985, 1986, 1987, 
and 1989. We determined that from the vantage 
points of Structures 40, 41, and 33 (we couldn't 
see the horizon from Structure 44 because of a 
dense growth of tall trees), the summer solstice 
sun rises from a pronounced cleft between the 
highest and the second-highest mountain on 
the eastern horizon at 63 degrees east of north. 
The sunrise light illuminates the interiors of 
the group of buildings with 51 — 54-degree orien- 
tation, casting a path of light in the form of the 
doorway onto the floor of the chamber or onto 
the rear wall for a few minutes (see Figure 43). 
In all three of these buildings, interesting inter- 
actions of the summer solstice sunrise light 
with the art and architecture were observed. 

Structure 41 is the earliest of these three so- 
lar-architectural hierophanies (for date and de- 
scription, see Part Two]. The original doorways 
had step-shaped tops which were filled in and 
narrowed in the Late Classic (see Figures 43a 
and 138}. On 21 June 1986, we observed that 
the sun rose at 63 degrees at 5:43 A.M. Faint 
light shone in the central door of Structure 41, 
down the long, narrow entranceway. At 6:00 
A.M. the sun appeared next to the projecting 
flat stone that makes the stepped element in 
the right side of the doorway as one looks out. 
The sun illuminated a small portion of the rear 
wall, and the stepped shape of the doorway was 
visible. It made a half-quatrefoil-shaped patch 
of light on the floor and rear wall.: This build- 
ing was probably used as a solstice observatory 
during the reign of Shield Jaguar, by his father, 
Bird Jaguar III, and by his grandfather. Shield 
Jaguar placed his cosmogram stelae here. A very 
similar architectural-solar phenomenon occurs 
at House E of Palenque, when, through a step- 
shaped small entranceway on the east side, the 
summer sunrise light clearly forms a quatrefoil 
shape on the floor of the southeast chamber of 
House E^ 

Structure 33 houses a more striking solar- 
architectural hierophany (see Figure 43b). On 


summer solstice, 1985, we found that as the 
sun rose (at 5:43 at 63 degrees east of north in a 
cleft next to the highest hill on the horizon 
approximately 1,200 meters distant from the 
temple) it passed through the doorways of 
Structure 33.'? Inside the temple, the sun struck 
the only carved-in-the-round stone statue at 
the site, a twice-lifesize portrait of Bird Jaguar 
IV seated crosslegged in a niche created by 
transverse buttresses in the rear wall of the 
structure. The sun illuminated the statue of 
Bird Jaguar for approximately seven minutes. 
This phenomenon has been observed two days 
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43. 


Architectural-solar 
hierophanies at Yax- 
chilan: a, Structure 
41, central doorway, 
looking out at east- 
ern horizon on sum- 
mer solstice at 
sunrise; b, cutaway 
view of sunrise light 
falling on statue of 
Structure 33 on 
summer solstice. 
Drawings by Daniel 
Powers. 
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before and two days after the actual solstice, 
and it could extend a few more days, but I can- 
not attest to it. 

By the time Bird Jaguar designed his own ac- 
cession— Period Ending monument, Structure 
33, he could have used the solar-architectural 
hierophany at Structure 41 as an example. Bird 
Jaguar deliberately emphasized the summer- 
winter solstice axes that had been set up by 
Structures 41, 18, and 12. The central location 
of the Structure 33 hill and its proximity to the 
Main Plaza made it the ideal location for a focal 
point of the city. The orientation of Structure 
33 had been developed and used in the con- 
struction of Structure 40 and Stela 11, which 
illustrates a summer solstice event and is il- 
luminated by the summer solstice sunrise. Bird 
Jaguar knew that if the building faced the notch 
in the horizon where the sun came up on the 
day of its longest path, the sun would enter 
and illuminate whatever was inside for a little 
while. He had a twice-lifesize seated image of 
himself carved and placed in a niche in the rear 
wall of the structure. Through the construction 
of Structure 40, Stela rr, Structure 33, the 
Grand Stairway, the three-dimensional statue, 
and Stela 1, all of which align with the summer 
solstice sunrise, and later lintels also recording 
solstice events, he identified himself and his 
reign with the summer solstice sun, in such a 
permanent and obvious manner that it can still 
be observed today. 

Another group of alignments includes eight 
buildings oriented precisely to 118 degrees. 
Looking at the map, it is clear that this is the 
orientation of the Main Plaza. These buildings 
were built at various times. Structure 12 is ar- 
chitecturally enigmatic, but if it was con- 
structed contemporaneously with its lintels, it 
dates to 9.5.2.10.6 (A.D. 537). Structure 12 lin- 
tels record the names and deeds of the nine 
generations of rulers preceding Ruler ro. Struc- 
ture 18, the large pyramid at the northwest end 
of the plaza, faces exactly 118 degrees also. The 
ballcourt (Structure 14) is situated so that the 
walls that form the narrow edges of the archi- 
tectural bodies faced 118 degrees (although the 
walls sag now). The ballcourt monuments are 
decorated with ancestor cartouches, images of 
deceased rulers. Structures 24 and 16 were defi- 
nitely built under the auspices of Bird Jaguar IV. 
Structure 24 is the obituary monument for his 
grandmother, father, mother, and aunt. Struc- 
ture r6 lintels, as discussed in Chapter 4, 
record solar-year anniversaries of important 
events in the lives of the female ancestors of 
Bird Jaguar IV. Both Structure 16 and 24 lintels 


were carved on the front edge only, linking 
them in terms of design intention. Structure 19 
was probably built during the reign of Shield 
Jaguar II. Every southeasterly hallway and the 
four front doorways of Structure 19 are exactly 
118 degrees in orientation. Another obituary 
monument, Altar 1, which records the death of 
Bird Jaguar IV’s father, is located in front of 
Structure 19. This group of buildings was 
constructed over at least six reigns, from 
9.5.0.0.0 tO 9.17.0.0.0 (A.D. 771) or later, and 
each one contains specific, historical refer- 
ences to deceased individuals. Could the 118 
degrees direction (southeast) have an astro- 
nomical significance? 

At Yaxchilan's latitude, the sun rises at 115— 
116 degrees on winter solstice. Like the sum- 
mer solstice orientation group,” the winter sol- 
stice buildings are set slightly outside the path 
of the sun. Again, this allows for a few minutes 
of illumination of the interior of the buildings, 
providing the trees at the southeast end of the 
plaza were kept cut. Note that all the winter 
solstice alignments are found on the Main 
Plaza, where no tall buildings block the path of 
the sun on winter solstice. So these alignments 
suggest that at Yaxchilan, winter solstice was 
the time and direction for the commemoration 
of the deceased. 

The buildings and stelae which face summer 
solstice, on the other hand, all document Pe- 
riod Endings, accessions, captures, and sacri- 
fices of living kings. Almost every building 
with associated sculptural or hieroglyphic mon- 
uments faces one of these two directions, and 
the few that do not seem to have been oriented 
in response to other specific concerns. 

Most evidence for the concepts involved in 
city planning exists from the reign of Bird Jag- 
uar IV, because he was one of the latest known 
rulers and his buildings cover many earlier 
ones. In addition to the emphasis on solar axes, 
Bird Jaguar seems to have deliberately formed 
spatial boundaries of his ritual territory. Con- 
sider the group of temples designed to docu- 
ment his post-accession ceremonies, Struc- 
tures I, 33, and 42 (discussed in the last part of 
Chapter 4). Structure 42 is the northwestern- 
most of his buildings. It is the only building on 
the acropolis known to have been built by him. 
It faces 108—110 degrees east of north, a very 
odd orientation for Yaxchilan. It is situated so 
that it faces away from the other buildings on 
the West Acropolis, toward the rest of the site. 
The line of orientation of Structure 42 passes 
precisely over the center of Structure 33 and to 
the center of Structure r, its "twin." Structure 


42 is the highest of these three structures, at 
I75 meters. Structure 33 is the middle struc- 
ture, at 155 meters. Structure I is situated at 
about 135 meters. Structures 1 and 42 are ap- 
proximately equidistant from Structure 33. 
Structure 1 is the southeasternmost of Bird Jag- 
uar's structures. At 345 degrees east of north, it 
exactly faces Stela r, in the central portion of 
the Main Plaza, which is also on line with the 
axis of Structure 33, and which Bird Jaguar erec- 
ted to commemorate the lahuntun 9.16.10.0.0. 
So the buildings are aligned horizontally, are 
situated from high to low vertically, and con- 
tain iconography that describes Bird Jaguar's 
post-accession rituals. Structures 1 and 42 de- 
fine the edges of the area of the site in which 
Bird Jaguar built. They are also both situated 
near the most prominent caves at the site. Be- 
low Structure 42 on the northeast face of the 
West Acropolis is a small cave which does not 
appear on the map. Structure 1 is the closest 
building at the site to a larger cave which over- 
looks the valley that leads to the base of the 
South Acropolis. Oddly enough, the caves 
which are shown on the map as being west of 
Structure 30 do not exist; thus the caves near 
Structure r and 42 are the only ones in the 
main portion of the site and must have played a 
role in Bird Jaguar's decisions on how to shape 
the ritual landscape. 

Structure 33 is the pivot of two ritual axes. 
In addition to the Structure 42-33-1 alignment, 
it is at the center of a summer solstice align- 
ment created by Bird Jaguar's temples 40 and 33 
and Stela 1. On the South Acropolis, in front 
of Structure 40, Bird Jaguar erected Stela 11, a 
variation of the cosmological stela. It com- 
memorates events that occurred from the time 


his father passed him the flapstaff on summer 
solstice ten years before Bird Jaguar’s accession, 
to his accession day on 9.16.1.0.0. The flapstaff 
scene of the monument faces the summer sol- 
stice sunrise. A line drawn from Structure 40 
center through that stela intersects the center 
of Structure 33, where the statue is placed, and 
Stela 1, the Jahuntun marker in the Main Plaza. 
Again, Structure 40 is the highest of the monu- 
ments, Structure 33 the middle, and Stela 1 the 
lowest. 

Thus, contrary to the findings of Andrews, 
axial planning at Yaxchilan is astronomical, 
specifically solar, in orientation. The summer 
and winter solstice sunrise axes, so prominent 
in the Late Classic, were established in the 
Early Classic as aesthetically and culturally de- 
sirable. As mentioned above, the designers of 
Yaxchilan deliberately did not choose to build 
their temples on the broad, flat riverbank along 
the present Main Plaza or along the present air- 
strip. They opted for the summits of the hills, 
from which they could observe the course of 
the sun, planets, and stars along the horizon 
and along the ecliptic. The fact that they chose 
the particular group of hills that they did indi- 
cates that the view from those hills must have 
been important. And they saw the sun rising 
from the cleft in the horizon to demarcate the 
shift in the path of the sun when the days be- 
gan to shorten. The view of the sun rising be- 
tween the two hills, the taller of which, at 
2,050 feet,? was the highest visible from the 
peninsula, was such an important facet in the 
selection of the site for monumental architec- 
ture that they perhaps named their city—the 
Place of the Split Sky—after it. 
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The images and the hieroglyphic statements on 
Maya monuments cannot be taken as objec- 
tive, factual records of Maya cultural history. 
Obviously, they do not discuss the mundane 
concerns of the majority of the population, or 
even of the royalty. In the case of Yaxchilan, the 
forty-one events in the life of Bird Jaguar IV and 
his associates which were recorded within a 
seventeen-year period tempt those who can read 
the record to recount groups of related events 
along a temporal continuum, or to find pat- 
terns of cause and effect among the documented 
events. However, it must be acknowledged 
that Maya records, for the most part, are fables 
about how best to create and sustain shared 
beliefs and psychological cohesion within a 
community. 

The messages on Maya monuments may not 
be historical truths, but they are factual in one 
sense. If the original locations and dates of the 
monuments can be securely reconstructed, they 
are evidence of design decisions. Assuming that 
the kings and their elite court of advisors and 
artists decided upon the format of and produced 
public art, monumental sculpture is tangible 
evidence of an elite quest to define and influ- 
ence the prevailing ideology of the community. 

In designing public art, the patrons and art- 
ists engaged in a dialectic between conserva- 
tively sustaining tradition through the use of 
historical forms and creatively innovating 
forms and styles that responded to current situ- 
ations and shifts in thought. To the bare bones 
of chronology and the recounting of modern 
nicknames for ancient ceremonies, a study of 
the creative dialectic in the production of Maya 
art adds elements of motivation and person- 
ality. We will never know, for example, based 
solely on the hieroglyphic evidence, whether 


Bird Jaguar wrested control of Yaxchilan from 
other hypothetical sons of Shield Jaguar. How- 
ever, by determining which artists continued 
to work for the new king after the death of 
Shield Jaguar, by tracing how he interpreted 
patterns of design established by the early kings 
of Yaxchilan, and by realizing to which cities 
Bird Jaguar turned for iconographic inspiration 
as he prepared to take the throne, we have a 
fuller picture of his motivations and clues to 
the degree to which the populace needed to be 
reassured as he took office. 

In this chapter, then, I consider the monu- 
ments as evidence of aesthetic decisions framed 
in specific situations. The challenge is an inter- 
esting one—to trace over two lengthy reigns the 
elite’s concerns to provide visual definitions 
of the hierarchical relationships among them- 
selves; of power relationships with the popu- 
lace; and of philosophical relationships with 
time, the environment, and their ancestors. 

More evidence survives about the reign of 
Bird Jaguar IV than about any other ruler at 
Yaxchilan (and perhaps any other Maya ruler 
anywhere). Eleven buildings contain lintels or 
wall panels which date to his reign and were 
probably commissioned by him: Structures 22, 
24, I, 42, 33, 8, 13, 16, 21, 2, and ro. Stelae or 
altars which record dates in his reign or name 
him are associated with Structures 19, 40, 41, 
39, 36, and the Main Plaza. Definite dates for 
most of these monuments have been securely 
reconstructed. Because so many dated monu- 
ments were erected by Bird Jaguar, his monu- 
mental oeuvre makes an excellent subject for 
the study of how pictorial symbols necessarily 
achieved a balance between the expression of 
cultural ideals and political-ritual demands. 

This chapter contrasts the absolute chro- 


nology of the site (listed in the appendix) to the 
events and images in the order in which they 
were recorded. Herein I assume that Bird Jag- 
uar selected historical events for specific pur- 
poses, designed iconography to best express his 
political-ritual legitimacy in the face of the po- 
litical situation at the site at the time, and 
housed these images and texts in buildings 
which shaped the ritual aspect of the city. 

In order to examine how the city grew in the 
Late Classic, it is necessary to have a clear idea 
of the sequence in which the buildings and 
monuments were erected. Completion dates 
for these buildings and the freestanding sculp- 
ture can be tentatively established by examin- 
ing the dates of the monuments associated with 
each structure. The Maya commonly erected 


monuments dated on katun and quarter-katun - 


endings, and I assume that the dedication date 
of a structure fell as soon as possible after the 
last recorded date it contains, unless there is 
some evidence that the building was erected 
later. In some instances, when earlier events 
were recorded historically by Bird Jaguar IV in 
conjunction with more contemporary events, 
it is necessary to consider other factors, such as 
costume style, the use of specific titles, or the 
physical superimposition of the structure on 
contiguous structures, in order to arrive at a 
more secure completion date. Once the most 
logical dedication date has been posited for 
each building, an order of construction of the 
ceremonial center during the reign of Bird Jag- 
uar IV can be suggested. In Part Two, the spe- 
cific arguments for the completion date of each 
structure are given at the end of the section on 
that building. 

The precedents for many of Bird Jaguar's 
choices of rituals, symbols, themes, and city 
planning occurred long before he came to 
power. If more of the Early Classic buildings 
and monuments were available for study, it 
would be fascinating to start with the creation 
of a Yaxchilan style by the early kings. For the 
most part, however, Bird Jaguar's design can be 
understood in the light of his father's significa- 
tory activities, and because a discussion of the 
Late Classic reigns covers many of the known 
monuments, I will begin with a history of 
Shield Jaguar's design strategy. 


9.I2.10.0.0. STELA I9 


Little is known about the political climate sur- 
rounding Shield Jaguar’s accession in A.D. 681. 
Shield Jaguar’s reign was first discussed by Ta- 
tiana Proskouriakoff in 1963. Because she be- 
lieved that his accession was not recorded at 


the city, she suggested that he may have been 
a usurper.? However, Schele, Mathews, and 
Lounsbury established his accession date and 
translated his documented claim that his fa- 
ther was none other than Bird Jaguar III, king of 
Yaxchilan.* Any strife surrounding his claim to 
the throne is undocumented. 

For his accession monument, Shield Jaguar 
likely commissioned the largest stela that had 
been carved to date at Yaxchilan (Stela r9). It 
was Carved on two sides, in the tradition estab- 
lished by his father, Bird Jaguar III {called 6 
Tun, captor of Yax Ah Te, on Stelae 6 and 3). 
The side that recorded his accession (facing the 
temple) was a triple-register design in which 
Shield Jaguar performed the bloodletting that 
was a part of his accession ceremony and royal 
duty; above him were his ancestors and below 
him, his territory. Unfortunately, this side is 
very poorly preserved. The better-preserved 
side was a scene of arraignment of Ah Ahaual, a 
prisoner obtained during ritual warfare, proba- 
bly for the purpose of being sacrificed on the 
Period Ending or the accession. The content of 
the image was traditionally typical of Yaxchi- 
lan—it was modeled directly after Stelae 3 and 
6. One of the few new features was a full-length 
backrack worn by the warrior image of Shield 
Jaguar. This towering stela was placed at the 
highest point of the city, in front of a building 
(Structure 41) that had been a solar observatory 


. for his father and perhaps for his grandfather. 


The ancient structure and the stela both faced 
the summer solstice sunrise. 


9.13.10.0.0. STELA 20 


For the katun after he erected his accession 


stela, Shield Jaguar commissioned another stela 
(Stela 20) which he also placed in front of Struc- 
ture 41. In the local tradition, it was carved on 
two sides. Very little of the temple side re- 
mains, but the river side commemorated an- 
other capture on 9.13.9.14.14. For this event, 
Shield Jaguar wore the tunic and belt of shells 
typical of Maya warfare, the quilted or feather 
scarf apparently invented by his father, and a 
jaguar headdress that was probably self-referen- 
tial. This monument is unlike others at Yax- 
chilan because its composition includes a dis- 
turbing void in the center. The carving of the 
glyphs and figures is skillful and includes the 
elegant double outline and very closed, regular 
forms characteristic of the Elegant Knot Artist. 
The fine details of his drawing and carving con- 
trast with the awkward, static composition. 
Shield Jaguar would later employ this artist to 
work with the Exuberant Scribe, whose spe- 
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cialty was clever composition, in the creation 
of other monuments. 


9.14.5.0.0. STRUCTURE 44: LINTELS 
44, 45, 46 


Judging from the content of his relatively scarce 
monuments, Shield Jaguar must have been pre- 
occupied with war during the thirty-five years 
following his accession. After the two stelae 
that (as Period Ending markers) he "owed" to 
the city and his people, about 9.14.5.0.0 he be- 
gan work on a more complex public monu- 
ment, which repeated the most important of 
his ritual warfare events, this time placing 
them in a multigenerational historical context. 
For this monument, he reactivated the local 
tradition of sets of carved lintels, perhaps es- 
tablished by Ruler 7 and certainly carried on by 
Ruler ro. Unlike those predecessors, however, 
he incorporated imagery used previously on 
lintels at Piedras Negras—scenes of capture. 

As a location for his war memorial he chose 
the acropolis on the western side of the city. 
Because Structure 44 is perched practically on 
the brink of the acropolis and therefore does 
not take advantage of the large, flat area behind 
it, it was clearly intended to face the river, as 
had Structure 41. Below Structure 44 are two 
interesting features: a terrace about 40 meters 
wide and ro deep and, farther down, a small 
cave lined with extremely jagged rocks. The 
terrace could have served for small public gath- 
erings, and the cave as the site of offerings. (Be- 
ginning in summer 1989, a Japanese team was 
consolidating the buildings and plaza behind 
Structure 44. Perhaps their work will reveal 
some of the history of this interesting but 
poorly understood area.) | 

As subjects for his sculpture, Shield Jaguar 
chose scenes in which he was portrayed grab- 
bing the hair of the most important men he had 
captured, who squatted or knelt before him. 
The costume that he wore in each scene was 
the traditional Maya war costume, with the lo- 
cally innovated flexible shield and long, tufted 
scarf. On Lintel 45 and possibly on 46, the skull 
backrack, another soon-to-be-standard part of 
the Late Classic Yaxchilan war costume, can be 
Observed for the first time. There was little pre- 
cedent at Yaxchilan for the active poses of these 
figures, but the piers of House D at Palenque, 
particularly Piers C and F, also show two fig- 
ures in similar active poses. The dates of House 
D stucco sculptures are not certain, but they 
likely date to the reign of Kan Xul II? who 
acceded in 9.13.10.6.8 and was captured on 


9.13.19.13.3, and if this is the case, these stuc- 
coes would have predated the Structure 44 lin- 
tels by no less than four years. Shield Jaguar 
was known to have links with Palenque; his 
name appears in a capture statement on the Hi- 
eroglyphic Stairway of House C in association 


with the date 9.11.6.16.11.° Shield Jaguar 


adapted several figures and ceremonies from 
those displayed in the art of Palenque. 

To design and execute the Structure 44 lin- 
tels, Shield Jaguar employed at least two art- 
ists. One had drawn the glyphs and figure of 
Stela 20, dedicated at least ten years earlier. 
That artist, who was acclaimed for the use of 
elegant double outlines and for careful at- 
tention to knots and textile designs, drew the 
glyphs on Lintel 46, conceived the pose and 
composition, and did the details of the figure 
and costume. The other artist had not executed 
any of Shield Jaguar's stelae, but his contribu- 
tions at Yaxchilan were responsible for enliven- 
ing the figural poses and hieroglyphic styles at 
the site. He designed the figural portion and 
drew the glyphs of Lintel 45. The collaboration 
between these individuals led to the establish- 
ment of a workshop which was to produce the 
lintels of Structure 23 and one side of Stela 11 
and would train another generation of artists at 
Yaxchilan. I have nicknamed these two artists 
the Elegant Knot Artist and the Exuberant 
Scribe.' It is likely that a third scribe worked 
with them and was responsible for Lintel 44, 
but that monument is so fragmentary that it is 
hard to be certain who created it. 

The artists of Structure 44 lintels appear to 
have signed their compositions. The “/Ju-bat’’® 
expressions referring to the act of writing on 
these lintels are early examples in the Western 
Maya region. The Exuberant Scribe and Elegant 
Knot Artist, both named with male titles, also 
worked on the figures of Structure 23 lintels, 
but they did not draw the glyphs on the figural 
lintels. Other "Iu-bat" phrases appear on those 
lintels, so if these phrases are indeed signa- 
tures, they must refer to the individual who 
drew the glyphs, and not to the individual who 
designed the figural portion of the monument. 
The practice of signing hieroglyphic texts on 
monuments must have been borrowed from an- 
other Maya site, perhaps Piedras Negras or Dos 
Pilas, but it did not come from the city after 
which Yaxchilan often modeled its artistic and 
intellectual practices, Palenque. 

Sets of lintels had been created previously at 
Yaxchilan, but not for 185 years. In commis- 
sioning this trio of lintels, Shield Jaguar revived 
a tradition last observed by Ruler ro, Mah 


K'ina Skull II. In addition to recognizing tradi- 
tion by carving a set of lintels, Shield Jaguar 
also documented historical continuities by ex- 
plicitly mentioning his ancestors' captures on 
at least two of the lintels, 45 and 46. He linked 
his captures with those of his ancestors, using 
an identical phrase on Lintels 45 and 46 [on 45 
at Cs and C6; and on 46 at G7 and F8; see Fig- 
ures 10 and 11). This phrase tells of a change in 
the cycle of kingship and the remembering of 
the past king and his capture. 


9.I4.II.IO.I. STRUCTURE 44: STEPS 
III AND IV 


Two katuns, two tuns, two uinals, and zero 
k'ins after his accession, Shield Jaguar installed 
two carved steps, now called Steps III and IV, in 
and below the central entranceway to Structure 
44. The upper and larger step documents a pre- 
accession capture; then a Distance Number 
leads an even twelve uinals to Shield Jaguar's 
accession on 9.12.9.8.1. The lower step records 
a building dedication event? and a parentage 
statement for Shield Jaguar. The date on the 
lower step (IV) is recorded as a Calendar Round, 
7 Imix 14 Zotz. It was originally read by Pros- 
kouriakoff as corresponding to a date prior to 
Shield Jaguar’s accession—9.r1.18.15.1. That 
date won support from me in earlier studies be- 
cause its Julian equivalent is May 6, 671, which 
was first zenith passage that year. Schele and 
Berthold Riese also accepted Proskouriakoff's 
assignment of the Calendar Round to the ear- 
lier of the two possibilities within Shield Jag- 
uar's life. No one has suggested a logical reason 
why an event ten years prior to Shield Jaguar's 
accession appears here. Therefore, it is rea- 
sonable to consider the later possible Calen- 
dar Round, 9.14.11.10.1, which still falls well 
within Shield Jaguar's lifetime. Because of the 
studies I have made of the hands of scribes, I 
am now convinced that this step was drawn by 
the Exuberant Scribe, who also drew the texts 
of Lintel 23 of Structure 23, which was com- 
pleted by 9.14.15.0.0, and that therefore the ap- 
propriate Long Count is the later possibility 
rather than the earlier. Supporting this conclu- 
sion is the evenness of the intervals among the 
dates on Steps III and IV. All three dates fall on 
Imix days. The Distance Number stated be- 
tween the two events on Step III is 12.0. The 
Step IV date is 2.2.2.0 after Shield Jaguar's ac- 
cession. The stated event is the dedication of 
the house, which could refer either to the en- 
tire building, its lintels, and Steps III and IV, or 
just to the two steps, the lintels having been 


completed by 9.14.5.0.0. It is also possible that 
the building, its lintels, and the two steps were 
planned for completion on 9.14.10.0.0, in keep- 
ing with Shield Jaguar's practice of erecting 
monuments on Jahuntun endings, but work 
was delayed, and then a date which resonated 
with Shield Jaguar's accession was selected for 
the dedication of the building. 

On the step that commemorated his acces- 
sion, Shield Jaguar commissioned a cosmo- 
gram, complete with a Cosmic Monster, a cleft 
bird head referring to the Place of the Split Sky, 
and an ancestor wearing a snaggletooth head- 
dress peering out of a cartouche carried by the 


Cosmic Monster. Kneeling on the cosmogram. 


is an image of Shield Jaguar's most famous cap- 
tive, Ah Ahaual. In portraying the captive on 
the step of Structure 44, associated with an ac- 
cession statement and Cosmic Monster, Shield 
Jaguar followed a precedent established in the 
Early Classic (on such objects as the Leiden 
Plaque ? and on many stelae] of portraying the 
captive under the feet of the ruler upon his 
accession. 


9.I4.15.0.0. STRUCTURE 23 


Having placed his Period Ending stelae on the 
highest acropolis and his war memorial on the 
second highest, Shield Jaguar next commis- 
sioned a temple down on the Main Plaza. Struc- 
ture 23 was innovative in the design of its 
lintels, in the use of planetary and solar align- 
ments as the bases for ceremonies, and in the 
prominent portrayal of a noblewoman. Unlike 
his other monuments, this structure contains 
no records of his captures. Instead, it centers 
around his accession and accession anniversa- 
ries and, through the selection of astronomi- 
cally significant dates, implies that the move- 
ment of the planets and sun are synchronized 
with the activities of the Yaxchilan kings and 
Lady Xoc.'! Except for his accession, all the 
dates fall during the lifetime of his son, Bird 
Jaguar IV. The ceremonies held when Bird Jag- 
uar was in his first, tenth, and seventeenth 
years of life, the latter two of which occurred 
on summer solstice, may have been intended as 
rites of passage for the young heir. Bird Jaguar 
documented the performance of five summer 
solstice ceremonies later in his life. 

To design his second set of carved lintels, 
Shield Jaguar called on the artists who had cre- 
ated the masterpieces of sculpture in Structure 
44. The Exuberant Scribe and the Elegant Knot 
Artist worked on the design of Lintels 23, 24, 
and 26 of Structure 23. Assuming the Structure 
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44 lintels were finished by 9.14.5.0.0, about 
three years elapsed until the carving of the 
Structure 23 lintels was begun. During that pe- 
riod, Steps III and IV of Structure 44 were exe- 
cuted. Step IV was drawn and carved by the Ex- 
uberant Scribe, who also worked on Lintels 44 
and 45, the figural portions of Lintel 24, and the 
glyphs of Lintel 23. That artist was the only 
one at Yaxchilan who realized the possibilities 
of nearly three-dimensional relief, as seen on 
the hands of Lady Xoc on Lintel 24. The Ele- 
gant Knot Artist designed the composition of 
Lintel 26—as in his design for Stela 20, a large 
trough of empty space divides it in the center. 
He also drew and probably carved the textile, 
knot, and hair details on Lintels 24 and 26. 
The figures and faces of Lintel 25 were out- 
lined with the help of the two highly regarded 
artists, but the detailing of drawing, the glyphs, 
and the execution were certainly done by a dif- 
ferent hand. A “Ju-bat” or "its writing" phrase" 
on the front edge of the lintel claims that Lady 
Xoc herself did the carving. Whether or not 
that is the case, neither the Exuberant Scribe 
nor the Elegant Knot Artist did the detailing on 
Lintel 25, and the glyphs and the figural por- 
tion of the lintel were done by the same hand. 
The Lintel 25 artist was not responsible for any 
other monuments at Yaxchilan. The Elegant 
Knot Artist and Exuberant Scribe seem to have 
interacted intensively on the realization of the 
figures on their lintels, and it appears that after 
the completion of Structure 23, members of their 
workshop continued to work for the next king. 
The "lu-bat" signatures on Lintels 24 and 
26 are not the same as those on Structure 44 
lintels, and neither is the handwriting of the 
glyphs. Therefore, other literate individuals, 
probably priests or members of the Skull or Jag- 
uar lineages, drew these hieroglyphic state- 


ments on the stone after the figural portion had. 


been drawn. 

Up until the construction of Structure 23, 
most of the imagery at Yaxchilan was related to 
Period Endings or warfare. Neither Period End- 
ing nor war events are portrayed or mentioned 
in the glyphs or images of this structure; and, 
as might be expected, the costumes and the 
ceremonies are unprecedented in the monu- 
mental art of Yaxchilan. 

Lintel 24 is the record of a multifaceted cere- 
mony involving a rare stationary conjunction 
of Jupiter and Saturn and the accession anni- 
versaries of Shield Jaguar and his father. To 
celebrate his twenty-eighth and his father's 
eightieth accession anniversary, Shield Jaguar 
performed a ceremony that involved the burn- 
ing of something, perhaps the bloody paper that 


resulted from Lady Xoc's tongue bloodletting. 
The astronomical and anniversary data are not 
explicitly mentioned in the glyphs, but an im- — 
plicit reference is made through symbols. The 
textile designs of Shield Jaguar's cape and Lady 
Xoc's gown are both "star" patterns. Shield Jag- 
uar's loincloth is decorated with the quatre- 
foil and mat design that alludes to deceased 
royalty. Shield Jaguar's pointed cape and the 
squarish headdress with jeweled Tlaloc affixed 
are Teotihuacan iconography, but they had 
been part of Maya costuming since 9.0.0.0.0, 
making them traditional elements used to sig- 
nify exotic power, especially associated with 
the role of king as public defender. It is also 
possible that this lintel celebrates the birth of 
Shield Jaguar's heir. Sixty-two days previously, 
a son had been born to the king and Lady Ik 
Skull. 

Lintel 25, at the center of the three lintels on 
the front facade, portrays Shield Jaguar's acces- 
sion as a supernatural event. His outfit is remi- 
niscent of accession garb at Piedras Negras, 
with the exception that there, the balloon head- 
dress and war outfit are worn on the occasion 
of the ruler's completion of his first katun of 
reign. (Of course, by the time the lintels of 
Structure 23 were dedicated, Shield Jaguar had . 
completed two katuns of reign.) At Yaxchilan, 
accessions were celebrated at Period Endings, 
and so the costume for accession is either iden- 
tical to that worn on Period Endings or was not 
explicitly portrayed. The Vision Serpent is not 
new to Maya monumental art, dating to the 
earliest known Maya stela," but this is its first 
appearance at Yaxchilan. As in the case of 
Lintel 24, Shield Jaguar’s artists did not invent 
the motif; on the contrary, they used extremely 
traditional motifs in a new combination and 
style. On the very Early Classic Hauberg stela, 
the ruler who is being inaugurated holds the 
Vision Serpent, and on Lintel 25, the king 
arises from its jaws as a metaphor for the soul 
of the lineage founder, an avatar of the sun, 
rising from the Underworld. A parallel to this 
process is portrayed in the skeletal-serpent- 
and-monkey-skull headdress and arm device 
on the same lintel. Under the image of Shield 
Jaguar emerging from the serpent is a toad 
being swallowed by a skeletal serpent whose 
tail or second head is a monkey skull which 
probably represents the sun. Shield Jaguar's 
success in having survived a journey to the Un- 
derworld is also implied by the skeletal Tlaloc 
mask (which wears the balloon headdress) 
emerging from the lower head of the Vision 
Serpent. Lady Xoc’s gown is decorated with an 
“ancestral royalty” quatrefoil infixed with a 


mat design. Her striped sash and the bloodlet- 
ting bowls tell the viewer that bloodletting was 
a constituent of this ceremony. 

On Lintel 26, Shield Jaguar wears part of his 
war outfit, but no capture is mentioned. The 
glyphs seem to refer to a bloodletting bundle 
and a jaguar-skin-covered throne. Lady Xoc 
wears a toad design (toads are the guardians of 
the Underworld) on her huipil and holds Shield 
Jaguar's headdress and flexible shield. Her head- 
dress is one sometimes worn by kings at other 
sites. The date 12 Eb o Pop is the only one of 
the three dates on the undersides of the front 
lintels to have occurred in the period of time 
when the lintels were being executed. It was 
the first day in the haab—New Year's Day. I 
suspect that Shield Jaguar intended this scene 
in which Lady Xoc holds his war garb to an- 
nounce the end of his career as a warrior (at age 
seventy-eight); however, he continued to go to 
war for his community, as documented on the 
steps of Structure 44. 

Several of the dates and glyphic texts on 
Structure 23 explicitly refer to ceremonies for 
the dedication of individual sculptures and per- 
haps for the entire temple. The earliest ap- 
pears on Lintel 26 [see Figure 15) at G2-J2, 
where a dedication of a named object is re- 
corded (at Iz the sculpture or temple is named, 
at Jı the phrase u k’u kaba, its holy name, then 
at I2 y-otot, a glyph referring to the temple].!'ó 
The date for this event is 9.14.9.12.9 1 Muluc 
12 Yaxkin (20 June 721). Another dedication 
event was documented on 3 Imix 14 Ch’en 
(9.14.11.1§.1 or I August 723] on the front edge 
of Lintel 25. This event does not include the 
“fire” verb as does the one on Lintel 26; in- 
stead, it has the God N dedication verb (trans- 
lated as u huy, “to make its debut", the “Ju- 
bat” phrase referring to writing, carving, or 
signatures, and the y-otot “house” glyph, fol- 
lowed by Lady Xoc's name and "under the aus- 
pices of Shield Jaguar.” Another dedication 
verb which substitutes for the "God N" phrase 
appears on the front edge of Lintel 23, but I 
have not yet satisfactorily worked out or ac- 
cepted any arguments for the reconstruction of 
the eroded date. The remainder of that phrase 
is crucial, for it names, in a rather convoluted 
statement, Lady Xoc's genealogy and relation- 
ship to Shield Jaguar. She is thought to be the 
sister of Lady Pacal, Shield Jaguar's mother. 
The latest "dedication" event listed on the un- 
derside of Lintel 23 follows the celebration of 
forty-five tuns of rule by Shield Jaguar on 7 
Imix 19 Pop. The last dedication event is also a 
"fire" event and probably restates the name of 
the temple given on Lintel 26 (I say "probably" 


because the glyph at Ir on Lintel 26 is partially 
eroded). The name of Structure 23 falls at M6 
on Lintel 23 (see Figure 17). The "fire" dedi- 
cation event occurred on 6 Caban 15 Yaxkin, 
or 22 June 726, almost exactly five years after 
the Lintel 26 "fire" date. The "fire" events fell 
on summer solstices five years apart, and are 
the earliest and latest ceremonies in Katun 
9.14.0.0.0 recorded in the structure. These cer- 
emonies may have marked the opening and 
completion of work on the monuments and 
perhaps on the building itself. For the first time 
at Yaxchilan, the Mayas made art about art. 

Marking the actual Period Ending at Struc- 
ture 23 was the circular Altar 7, inscribed with 
the date 9.14.15.0.0. It was situated directly in 
front of the building on the terrace. 

The themes portrayed in the three lintels re- 
late loosely to the Cross Group at Palenque, as 


do the use of summer solstice and the Jupiter- - 


Saturn event as an anniversary of father's ac- 
cession, but neither costumes, compositions, 
nor the lintel format was inspired by art at Pa- 
lenque. The active bloodletting poses are the 
first seen in Maya monumental art and can be 
attributed to the relationship among Shield Jag- 
uar, Lady Xoc, and the Exuberant Scribe. 


9.I15.0.0.0. STELA I 


Stela 18, which records the capture of Ah Chuen 
on 3 Eb 14 Mol (9.14.17.15.12) on its river side, 
likely celebrated Shield Jaguar's bloodletting 
on the Period Ending 9.15.0.0.0 on its more 
eroded temple side. The outlines of traditional 
Period Ending iconography can be observed on 
the eroded side. The low relief on the river side, 
with its image of Shield Jaguar in his tradi- 
tional war outfit (his flexible shield replaced by 
a Piedras Negras-style “incense bag"), was exe- 
cuted by an artist not previously used by Shield 
Jaguar. This is evident in the composition—the 
Stela 18 artist avoided the disturbing gap in the 
center of the composition seen in the designs 
of the Elegant Knot Artist—and in the glyphic 
handwriting. The glyphs in the lengthy text on 
the upper portion of the stela are crowded to- 
gether. Their exterior shape is confined and 
regular, and they are wider than they are tall. 
No matter who executed the drawings of the 
kings at Yaxchilan, their faces have a very simi- 
lar appearance, as if some arbiter of proportion 
and beauty demanded that the figure conform 
to a rigid standard. Or perhaps Elegant Knot 
Artist or Exuberant Scribe drew the figure. 
The stela was placed on the terrace in front 
of Structure 41, alongside the two gigantic 
stelae already erected there, 19 and 20. Stelae 
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16 and 15 could also have been commissioned 
about this time, but 16 is too eroded to read its 
date securely, while 15, a commemoration of 
Shield Jaguar’s capture of Ah Ahaual, is in a 
style anomalous to the others at Yaxchilan. 


9.15.5.0.0. STRUCTURE 44: STEPS I, 
II, V, VI 


To commemorate his victory over Ah Chuen, 
Shield Jaguar commissioned four more stair 
blocks for Structure 44. The upper two blocks (I 
and V], like Step III (already in place), were 
carved on both tread and riser. The lower two 
blocks (II and VIJ, like Step IV, were carved on 
the treads only. Each contained the image of a 
kneeling captive or captives as well as hiero- 
glyphs reporting the events. The glyphs con- 
tain historical accounts of important captures 
by former kings, linked by Distance Numbers 
to captures by Shield Jaguar. The four steps ap- 
pear to have been designed as a set, because the 
same hand drew all the glyphs, and because 
each step seems to relate the history of a differ- 
ent former king and of a different katun in the 
long life of Shield Jaguar. For example, Step I 
tells of a capture by Knot Eye Jaguar II in the 
katun beginning on 9.6.0.0.0 and two captures 
by Shield Jaguar in the katun beginning in 
9.14.0.0.0. Step V relates a capture by Bird Jag- 
uar III, (Shield Jaguar's father) in the katun be- 
ginning 9.10.0.0.0 and three events by Shield 
Jaguar in the katun of 9.15.0.0.0. On the risers 
of the upper steps were long title phrases of 
Shield Jaguar including parentage statements. 
Steps II and VI are much more eroded than the 
upper steps. Step VI clearly opens with 4 Chuen 
9 Xul (the possible Long Counts are 9.8.0.15.11, 
9.IO.I3.IO.II, and 9.13.6.5.11] and names some- 
one other than Shield Jaguar as protagonist. A 
Distance Number with some katuns leads to 
an eroded date with 13 or 18 as the coefficient 
for the month, then names Shield Jaguar as the 
protagonist of that event and gives a parentage 
statement for him. 

The upper steps seem to document the most 
important information—the capture of Ah 
Chuen on 9.14.17.15.11 and the bloodletting 
on the Period Ending 9.15.0.0.0, both by Shield 
Jaguar and both of which occurred within a few 
years’ time, after the dedication of Structure 
23. The steps were likely commissioned to be 
completed on the hotun (five-tun} ending. 


9.I5.6.I3.I. LINTEL 56 


A woman in the court of Shield Jaguar dedi- 
cated a small building on the riverbank on 


9.15.6.13.1. The "fire" ceremony was recorded 
on the front edge of a lintel. The design is purely 
glyphic, and the text begins with a Long Count 
which incorporates an error in the uinal coeffi- 
cient. The little building is named at G2, and 
the lady who did the "fire" ceremony is named 
at I1- 2. The handwriting on this lintel is very 
similar to that of Stela 18, carved a few years 
earlier. Some of the chambers of the structure 
faced the river, but have mostly fallen. Other 
habitable chambers faced a small courtyard 
separated from the Main Plaza by a larger build- 
ing, Structure 74. This building is one of the 
few at the site that has multiple chambers and 
faces a small, private courtyard. That, and its 
position near the river, suggest that it may have 
been a royal habitation at least part of the time. 


9.15.9.8.I. THRONE 


Fragments of a stone throne discovered by ar- 
chaeologists working with the INAH are carved 
with full-figure hieroglyphs that record the 
date r2 Imix 9 Pax (9.15.9.8.1}, the completion 
of three katuns as Ahau by the 5 Katun Shield 
Jaguar. The glyphs run in a band around the pe- 
rimeter of the altar. I am not aware of its origi- 
nal or present location, but I suspect that it was 
unearthed during excavations in the southeast 
end of the Main Plaza, like the other two known 
carved thrones at Yaxchilan. (Altar 16, which is 
actually a throne, names Bird Jaguar IV and is 
now in the Main Plaza between Stela 1 and the 
Grand Stairway. A new throne, excavated from 
the northwest platform of Structure 6, names 
Bird Jaguar III.) This throne was the last known 
monument commissioned by Shield Jaguar in 
his reign of over sixty years. 

In summary, during the first thirty years of 
his reign, Shield Jaguar erected only stelae, 
which closely followed the format established 
by his father, Bird Jaguar III—they were carved 
on two sides, with a tri-level explicit bloodlet- 
ting composition on the temple side and war- 
rior images on the river side. About 9.14.0.0.0, 
he began to plan an ensemble that revived the 
very ancient tradition at Yaxchilan of making 
sets of carved stone lintels. The earlier sets of 
lintels were greater in number, because earlier 
buildings were smaller in scale but had more 
entranceways than typical Late Classic build- 
ings. In the last half of his reign, he paid greater 
attention to the shaping of the ritual environ- 
ment. He continued erecting stelae to mark 
certain Period Endings, but began to commis- 
sion other types of monuments as well. 

Shield Jaguar's attention turned to the re- 
petitive, cyclical quality of life on earth and in 


the sky. He brought past kings into the present 
by reporting their deeds on his monuments 
and, as he did so, gave new life to the ancient 
tradition of carved lintels. His partners in this 
effort were two outstanding artists, Elegant 
Knot Artist and Exuberant Scribe, who took 
their task quite seriously. In the Late Classic, 
the power inherent in public art to inspire and 
influence public thought and action was real- 
ized, and these individuals saw some benefit in 
having their names attached to the creation of 
monuments. These artists saw that Yaxchilan 
stelae had long shown explicit bloodletting and 
perhaps suggested to Shield Jaguar that his lin- 
tels also show explicit capture and his court's 
explicit sacrifices as a way to add power to the 
images and to add identifiable character to Yax- 
chilan public art. It seems that Shield Jaguar 
agreed, but he was also interested in the way 
that Chan Bahlum of Palenque had constructed 
his major ceremonies in harmony with the ac- 
tions of the sun and planets, and the way that 
the king of Palenque had named his temples. 
Helping plan and execute his monuments was 
a woman of high status and a great ability, Lady 
Xoc. The distribution of female figures on the 
lintels of Yaxchilan suggests that she had a spe- 
cial role, associated with ceremonialism and 
especially with astronomically based rites." 

Shield Jaguar followed precedents for city 
planning developed in the Early Classic. He did 
not build his temples and monuments in a 
single area of the site, but deliberately placed 
them high and low, east, north, and west. He 
placed his Period Ending stelae in front of an 
older structure and the temple that housed his 
war memorials on an acropolis used in ancient 
times. Wide distribution of temples and monu- 
ments to create sacred spaces for various func- 
tions was the traditional manner of designing 
the city. Early Classic Stelae 27 and 14, for ex- 
ample, were found on the Main Plaza and the 
West Acropolis, respectively, and Structures 41 
and 6 were also high and low, paralleling the 
transit of the sun from dawn to noon to sunset. 

Shield Jaguar lived much longer than must 
have been normal, indicating that he must have 
been quite a healthy man. It would seem that 
such a man would father many offspring, but 
only one was to become king of Yaxchilan, ten 
long years after the death of his father. 


9.15.9.17.16. THE INTERREGNUM 


The successor to Shield Jaguar, who was called 
Bird Jaguar after his grandfather, inherited re- 
sponsibility for a large city with a burgeoning 
class of specialists. Like the artists who had 


been signing the sculptures, many architects, 
overseers, warriors, and other new specialists 
apparently had begun to shift allegiance from 
the community welfare to their personal sta- 
tus. Bird Jaguar was faced with the problem of 
devising a method of reassimilating these indi- 
viduals into a changing social system. One ap- 
proach he took was to illustrate many individu- 
als in public art throughout the city. 

Unlike Shield Jaguar, Bird Jaguar IV initiated 
his reign with the erection of several stelae, al- 
tars, groups of lintels, and many buildings. His 
accession stela documented significant events 
prior to his accession and prominently dis- 
played his parentage statement. It could be ar- 
gued that he only accelerated the already swift 
pace of construction that had occurred in the 
past two katuns. However, some authors have 
taken this explosion of artistic labor as cause for 
suspicion of the new king’s legitimacy. “The 
very fact that such trouble was taken to docu- 
ment the circumstances of the succession cre- 
ates the impression that there was something 
unusual in it that required explanation," sug- 
gested Proskouriakoff.^ Sandra Bardslay sug- 
gests that Bird Jaguar invented the genealogical 
documentation that he placed on his monu- 
ments.” Neither of those authors made the par- 
allel suggestion that the seven lintels, six hi- 
eroglyphic steps, three stelae, one altar, and at 
least two buildings erected by Shield Jaguar be- 
tween 9.14.0.0.0 and 9.15.5.0.0 were also the 
products of an insecure reign. Rather than look 
at Bird Jaguar’s monuments out of historical 
context, I propose to look at the facts and to 
consider the validity of the arguments for and 
against his legitimacy. 

The first fact to ponder is that there was in- 
deed a ten-year gap between Shield Jaguar’s 
death and Bird Jaguar’s accession. Bardslay has 
suggested that this was due to a struggle among 
contemporary members of a powerful nobility, 
which Bird Jaguar won by coup or deceptive 
practices. It is not unlikely that there were sev- 
eral contenders for the throne of Yaxchilan, 
among them possibly Lord Great Skull and per- 
haps other offspring of Shield Jaguar, if such in- 
deed existed. In my estimation, however, con- 
siderable evidence points to the interpretation 
that Bird Jaguar knew he would be king for sev- 
eral years prior to his accession. I previously 
suggested,” and still think, that he considered 
it appropriate to wait until the death of his 
mother, Lady Ik Skull, before he selected a 
date for accession to the throne. She died on 
9.15.19.15.3, and he took the throne 417 days 
later. During that period, Bird Jaguar leaped 
into action. He celebrated the Period Ending 
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9.16.0.0.0 by erecting Altar 9, he and Lady 
Great Skull conceived a child on the zenith 
passage, he captured “Q” on 9.16.0.13.17 so 
that he would have a sacrificial victim to offer 
for his child's impending birth (which happened 
8 days after the capture), and he planned his 


accession stela, rr, the hieroglyphic steps of 


Structure 41, and Structure 40 to be ready for 
his accession day on 9.16.1.0.0. If he had not 
been legitimate, it seems impossible that he 
would have received such support from the 
community as was shown him through the 
cooperation of the artists and builders who 
worked on these projects. The aforementioned 
events are not definite facts, but inferences 
from the documented statements. They seem 
to be straightforward enough to accept at face 
value. 

Neither Bardslay nor Proskouriakoff consid- 
ered the small monuments that were erected 
during this interregnum, but they demonstrate 
that something (exactly what is not certain) 
was happening during this ten-year period. The 
sculptures that seem to date to this period are 
all altars, and all the altars at Yaxchilan are se- 
verely eroded, so the evidence obtainable from 
them is quite fragmentary. In fact, the only ref- 
erences to their dates are from Morley, who 
found many of them. Morley cleaned Yaxchi- 
lan's altars and drew their dates, but, as was his 
custom, not the nominal portions of the in- 
scriptions. Any names of Bird Jaguar's rivals for 
the throne are lost to subsequent erosion. In 
front of Structure r9, Altar 1 records the death 
of Shield Jaguar on (9.15.10.17.14) 6 Ix 12 Yax- 
kin, and the Period Ending (9.15.15.0.0) 9 Ahau 
18 Xul. Unfortunately the name of the protago- 
nist of the latter event is eroded. Out on the 
Main Plaza, Altar ro records a date about a year 
and a half later, 10 Ahau 13 Pax? (9.15.16.10.0?). 

Also, to mark the ending of the katun, Altar 
9 was carved and placed in front of Structure 
33. If there were other contenders, and these 
are their monuments, and Bird Jaguar rewrote 
history as Bardslay has suggested, why did he 
leave these monumental bits of evidence of 
their claims to the throne extant for future gen- 
erations to read? If, as I propose, Bird Jaguar was 
a very conservative man (in the manner advo- 
cated by Confucius}, he erected these markers 
in the traditional Maya fashion—on the Period 
Endings and one other date, recording, as was 
customary, the major dynastic events within 
the elapsed time period. 

Proskouriakoff suspected (and I agree) there 
may have been an interim reign.” After the dis- 
covery of Stela 35 by Roberto Garcia Moll in 


1982, I proposed that because Lady Ik Skull was 
depicted on both sides of the stela letting blood 
in a ceremony that occurred about a year prior 
to Shield Jaguar’s death, but Shield Jaguar was 
not named in an u cab statement on the stela, 
as was customary when women did ceremonies 
while a king was ruler, she may have temporar- 
ily had responsibility for ceremonial duties at 
the site. I cited the existence of a Mah K’ina 
title, usually reserved for rulers, as evidence 
that her position was like that of a ruler.” 
Schele and Bardslay argue that the title may re- 
fer to an unportrayed supernatural instead of 
Lady Ik Skull because an u cab precedes the 
Mah K’ina phrase and Lady Ik Skull is named 
after a second verbal (or verbal noun) phrase. 
However, on the back of the stela, where her 
tongue bloodletting is actually portrayed, Lady 
Ik Skull is again named with a Lady Mah K’ina 
title, dispelling doubt that the title was hers. 
Also, Maya monuments do not generally name 
unportrayed supernatural protagonists (except- 
ing the Palenque Triad and the Paddlers—two 
old supernaturals, one who has a stingray spine 
through his nose and one with jaguar ears, who 
paddle the canoe of deceased royalty to the Un- 
derworld, as identified by David Stuart). So I de- 
fend my original proposal, and offer it not as a 
fact but as a likely possibility. 

Another fact to consider when weighing Bird 
Jaguar's legitimacy is that the existence of Lady 
Ik Skull, mother of Bird Jaguar IV, was not re- 
corded on any known monument during Shield 
Jaguar's reign. The lack of mention of the king's 
wife is not unusual at Yaxchilan or at other 
sites. The only historical women recorded at 
Palenque are the mothers of kings, in parentage 
statements. Similarly, no wives of the kings 
were recorded at Tikal except after their deaths 
as mothers of the succeeding king. So there is 
nothing unusual about the lack of mention of 
Lady Ik Skull except the lavish documentation 
given to Lady Xoc” during Shield Jaguar's reign. 
Schele and Freidel assume that Lady Xoc was 
the major consort or wife of Shield Jaguar, 
and they state that the reason Lady Ik Skull 
(whom they call Lady Evening Star) is not men- 
tioned as prominently is because she was a 
minor consort or wife. The marriage customs 
of the Classic Period kings are not clear, so the 
relative documentation of these two women is 
insubstantial grounds to question the legit- 
imacy of Bird Jaguar to inherit the throne of 
Yaxchilan. Bardslay suggests that Bird Jaguar 
lied about the identity of his parents. My 
basic premise in this work is that the Classic 
Period societies were as community-oriented 


as the Colonial and modern Maya societies, 
and in such a social system (especially one in 
which the community dreams together], lies 
about one's parentage would be very difficult to 
maintain. I contend that the absence of Lady Ik 
Skull's name on Shield Jaguar’s monuments 
was normal, and that the mention of his 
mother by the acceding king was also normal 
practice for Maya rulers, and further, that the 
retroactive mention of Lady Ik Skull in a cere- 
mony previously documented as having been 
performed by Lady Xoc (see Lintels 53 and 32) 
was a political maneuver by Bird Jaguar or even 
by his son to consolidate the influences of the 
Skull and Jaguar lineages in an era of social up- 
heaval throughout the Central Lowlands. 
Another fact of Bird Jaguar's reign is that his 
monuments are distinct stylistically and in 
symbolic content from his father's. This has 
been interpreted as a deliberate attempt to find 
new forms of persuasion by a contender who 
ruthlessly lied and practiced deception in his 
attempt to seize political power.” Bird Jaguar's 
monuments differ from his father's in several 
ways. For one thing, Elegant Knot Artist had 
been working at Yaxchilan for fifty years when 
Bird Jaguar acceded, and Exuberant Scribe for 
thirty-five. They seem to have contributed to 
the figural design of the temple side of Bird Jag- 
uar's accession monument, Stela 11, but then 
executed no more monuments at Yaxchilan. 
The artists they trained did work on Bird Jag- 
uar’s monuments, but Bird Jaguar or his chief 
artistic overseer had a different approach to 
symbolism, using new forms of headdresses 
and extensive arrays of specific, symbolic cos- 
tume elements to create epic pictorial assem- 
blages, and this resulted in a different pictorial 
content. This didactic display of ceremony, I 


propose, was an aspect of Bird Jaguar's campaign - 


to enhance or restore community solidarity. 

It is common knowledge that political and 
spiritual leaders throughout time have rewrit- 
ten history to serve their own ends. In such a 
small community as Yaxchilan, however, and 
in a society where ritual performance and story- 
telling preserved some version of history, I 
doubt that the community could be fooled 
about Bird Jaguar's suitability for the throne. If 
he manipulated the facts to gain power, he 
must have been in league with a larger council 
of powerful elites, for a lack of verity on monu- 
ments intended to honor the ancestors and sun 
would be perceived as threatening to the social 
welfare. The most economical explanation of 
the interregnum is that the Mah K'ina title 
given to Lady Ik Skull really referred to her as 


an interim regent, that upon her death, her son, 
an offspring of Shield Jaguar, began to plan in a 
deliberate fashion for his own accession, and 
that on his accession to the throne, he had the 
support of the artists and architects of the 
previous generation who did continue to work 
for him. 


9.I$5.17.I2.10. STRUCTURE 2I: 
STELA 35 


The small stela carved on two sides found in- 
side Structure 21 provides additional data but 
no definite answers about the interregnum. Al- 
though it is dated 4 Imix 4 Mol, corresponding 
tO 9.15.I0.0.1, it was probably not carved then. 
On the temple side of the stela is a nominal 
phrase for Bird Jaguar that includes a 3 Katun 
title. Bird Jaguar IV entered his third katun of 
life on 9.15.17.12.10, so the stela was prob- 
ably carved after that. 

Stelae at Yaxchilan were erected on three 
types of occasions: accessions, accession anni- 
versaries, and Period Endings. Since this date is 
not a Period Ending (mysteriously, it is one day 
after a Period Ending), and since Lady Ik Skull 
is named with a Mah K'ina title which refers to 
reigning rulers, the stela may mark the day that 
Lady Ik Skull assumed a rulership regency or 
other function. Arguing against this interpreta- 
tion is the fact that two other monuments at 
Yaxchilan record the same date and same verb, 
but with different protagonists. Both those lin- 
tels (39 and 14) were also produced years after 
the recorded date, however, so the interpreta- 
tion of the event remains ambiguous. 

Arguing for the assumption of an important 
office by Lady Ik Skull are the glyphs and ico- 
nography of Stela 35, which are patterned after 
Lintel 25, a record of Shield Jaguar's accession 
that was also carved many years after the re- 
corded date of the event portrayed. Both monu- 
ments use the "hand-grasping-fish" verb, once 
interpreted as bloodletting, but more recently 
as manifesting the Vision Serpent. The Vision 
Serpent, which entered the Yaxchilan corpus of 
iconography with Lintel 25, appears for the sec- 
ond time on Stela 35. Lady Ik Skull wears the 
skeletal-serpent-and-monkey-skull headdress 
and holds bloodletting equipment on Stela 35, 
as Lady Xoc did on Lintel 25. I have considered 
the 4 Imix 4 Mol monuments as references to 
Shield Jaguar’s accession, since the date is 
3.0.10.0 since his accession and falls near sum- 
mer solstice, but the monuments all mention 
Bird Jaguar and not his father, who was still 
alive on that date. 
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(9.16.0.13.17] 


9.I5.15.0.0. ALTAR I 


The marker for the Period Ending 9.15.15.0.0 
includes in its text the most important event of 
the previous five tuns, the death of Shield Jaguar 
On 9.15.10.17.14. If the glyphs of Altar 1 were 
not so badly eroded, it might be possible to 
state how active Bird Jaguar and Lady Ik Skull 
were between Shield Jaguar's death and Bird Jag- 
uar's accession. The hotun ending 9.15.15.0.0 is 
tied to the death of Shield Jaguar, but the name 
of the actor of the hotun ending is not clear. 
Many glyph blocks precede and follow the no- 
tation of 9 Ahau 18 Xul (9.15.15.0.0|, and it is 
uncertain whether this altar was actually erec- 
ted during the "interregnum" or whether it was 
a historical marker erected after the accession 
of Bird Jaguar. 


9.16.0.0.0. ALTAR 9 


The katun ending 9.16.0.0.0 is recorded on an 
altar found in front of Structure 33. The name 
of the protagonist is eroded. 


9.I6.1.0.0. STRUCTURE 4I: STEPS; 
STRUCTURE 40: STELAE I2, II; 
ALTARS I3, I4; STRUCTURE 39: 
ALTAR 4 


During the interregnum, Bird Jaguar planned 
several monuments scheduled for erection on 
9.16.1.0.0, the day he chose to become king 
of Yaxchilan at age forty-three. Each records 
events leading up to his accession and linked to 
the reign of Shield Jaguar. The latest date among 
this group of monuments is his accession. 


Structure 41: Steps 


Period Ending 
by SJ 

No verb or 
protagonist 
Capture of "Q" 
by BJIV 
Accession of 
BJIV 


9.13.0. 0.0 8Ahau8Uo I 


9.16.0. 0.0 2 Ahau r3 Zec III 


6 Caban 5 Pop IH 


(9.16.1. o. o} zi Ahau 8 Zec M 


On the highest terrace in front of the ancient 
accession/summer solstice temple, Structure 
41, Bird Jaguar placed three small carved steps. 
The steps served to link his father’s accession 
to his own. Bird Jaguar chose to use the katun 
history format, beginning with 9.13.0.0.0, the 
katun ending following his father’s accession. 
He then named his father’s father, his own 


namesake, Bird Jaguar III. A second step was 
carved but is eroded beyond any possibility of 
decipherment. The third step, in keeping with 
the katun history format, gives a Long Count 
date for 9.16.0.0.0, then proceeds 13.17 to the 
capture of "Q," and ends with Bird Jaguar IV's 
accession statement. The stairway was an ef- 
fective and unobtrusive way to link the infor- 
mation on Shield Jaguar's stelae, most of which 
were erected on hotun endings, with his own 
reign. 

Shield Jaguar also had linked a prior capture 
to his accession on Structure 44. Step III there 
records the capture of Ah Ahaual; then a Dis- 
tance Number of 12.0 leads to 5 Imix 4 Mac, 
Shield Jaguar's accession day. So Bird Jaguar 
emulated the pattern of events followed by his 
father, and recorded them in a similar format— 
in a hieroglyphic staircase. 


Stela 12 
(9.15.10.17.14) 6Ix 12 Yaxkin Death of SJ 
(9.16. r. o. o) rz Ahau 8 Zec Accession of BJIV 


Also planned for his accession, Bird Jaguar 
erected a stela that served as a death record for 
his father and a monument that linked the two 
reigns. Stela 12 recorded the death of Shield Jag- 
uar and his becoming a half-spotted Ahau and 
linked the death to the accession of Bird Jaguar 
with a Distance Number. 


Stela 11 
(9.15. 9.17.16) r2 Cib r9 Yaxkin (22]un;741] SJ 
(9.15.15. o. o) 9 Ahau r8 Xul (31 May 746] SJu 
cab 
BJIV 
(9.15.19. I. I) rImix 19 Xul (31 May 750)? BJIV 
[9.15.19.14.14] 1 Ix ; Uo [(28Feb 751)  GodK 
9.16. I. 0. O 11 Ahau 8 Zec (29 Apr752)  BJIV 
(9.16. r. o. o] 11 Ahau 8 Zec (29 Apr 752)  BJIV 


4Summer solstice. 
bVenus’ first appearance as Evening Star. 


Bird Jaguar designed Stela 11 to document a se- 
ries of ceremonies which established his legit- 
imacy as ruler through his knowledge of or 
identity with the supernatural realm. He in- 
tended his timely sanction by the supernat- 
urals, coupled with the capture recorded on the 
steps of Structure 41, to demonstrate his delib- 
erate path toward the throne. The events re- 
corded glyphically on the stela can be para- 
phrased as follows. 

On the river side: (9.15.9.17.16] on 12 Cib 19 
Yaxkin Shield Jaguar exchanged the flapstaff 


with Bird Jaguar. On (9.15.15.0.0] 9 Ahau 18 Xul 
Shield Jaguar performed a Period Ending event 
(posthumously) u cab [under the auspices of] 
Bird Jaguar. On 9.16.1.0.0 he took the bundle as 
Ahau of the lineage, Bird Jaguar, child of the 
woman Lady Ik Skull and child of the parent 
Shield Jaguar, etc. 

On the temple side: On (9.15.19.1.1) 1 Imix 
19 Xul he entered (the main sign seems to be oc 
[to enter] but is eroded), Bird Jaguar, Captor of 
Ah Cauac, Lord of Yaxchilan, etc. (Above this 
scene is a statement initiated by an auxiliary 
verb, implying that Lady Ik Skull and Shield Jag- 
uar, who are named, also participated in this 
event. She was alive on that day; he was not.) 

On the narrow sides is a continuous state- 
ment which starts and ends with the acces- 
sion day, the first time as a Long Count, from 
which are subtracted the days necessary to 
reach the 819-day-count station prior to the ac- 
cession (9.15.19.14.14} 1 Ix 7 Uo, white, north; 
then the accession is restated as a Calendar 
Round. This is the first time an 819-day-count, 
apparently a Palenque invention,” was recorded 
at Yaxchilan. 

The dates chosen for these events and the in- 
tervals between them are linked to celestial 
phenomena. The r2 Cib r9 Yaxkin date, when 
ninety-five-year-old Shield Jaguar exchanged 
flapstaffs with Bird Jaguar, fell on summer sol- 
stice. This is the first of several summer sol- 
stice documents Bird Jaguar commissioned at 
Yaxchilan, but the practice was definitely in 
existence prior to this ceremony. Structure 41 
was oriented toward summer solstice sunrise, 
and the ceremonies associated with the begin- 
ning and completion of work on Structure 23 
also fell on summer solstice. In this case, Bird 
Jaguar seems to say that the end of his father's 
reign and the beginning of his ritual responsi- 
bility at the site occurred on summer solstice.” 
Two of the dates fall exactly four solar years 
apart—the quarter-katun ending on 9 Ahau 18 
Xul (31 May 746), and the GI event portrayed 
on the temple side of the stela, dated 1 Imix 19 
Xul (31 May 750). But the costumes give more 
information about the events than do the hi- 
eroglyphs on this stela. 

The two scenes portraying Bird Jaguar both 
depict him prior to his accession. On the river 
side, which faces the sunrise, and therefore has 
a natural primacy of cosmic reading order, he is 
shown wearing the long-snouted-beast head- 
dress, typical of Period Endings, and a bloodlet- 
ting loincloth; he carries a GIII shield and wears 
a small, circular backrack of which the central 
element is an ancestor cartouche. His father, 


then deceased, wears the ancestor cartouche in 
his headdress, indicating that he is the an- 
cestor, and he is not wearing a bloodletting 
loincloth. For the first time at Yaxchilan, a par- 
ticular holey staff occurs, one which I call the 
flapstaff. Both figures hold flapstaffs, although 
Shield Jaguar holds his casually and Bird Jaguar 
looks as though he is doing something with his. 
Because his figure occupies less space, the fa- 
ther is depicted as less important, and his cos- 
tume indicates that he is no longer the king (no 
bloodletting loincloth or long-snouted-beast 
headdress, and the ancestor cartouche in front 
of his head signifies that he is deceased]. Bird 
Jaguar wields the summer solstice flapstaff and 
the GIII Underworld Sun shield, and wears the 
loincloth and headdress of active bloodletting. 
The event portrayed on the temple side oc- 
curred approximately nine years later. On r 
Imix 19 Xul, Venus made its first appearance as 
Evening Star and Bird Jaguar made his first ap- 
pearance as GI. He wears the GI diadem, the 
hank of hair, a mask, the typical pectoral, and 
holds a fan associated with scenes of prisoners. 
Three prisoners kneel before him. GI as the 
sacrificer is invoked also through the use of 
bloodletting wristlets and anklets and the blood- 
letting knots and shells on this loincloth. This 
is the only image of capture on a Yaxchilan 
stela that does not face the east. I suspect that 
this was done because the capture is less im- 
portant than the fact that Bird Jaguar was enter- 
ing the lineage as GI. Why does Bird Jaguar 
masquerade as GI two years prior to his acces- 
sion as his parents observe from above? A re- 
cent interpretation of a similar scene from Pal- 
enque illuminates the meaning of this act. 
The Dumbarton Oaks tablet shows Kan Xul 
II of Palenque wearing the Palenque version of 
the GI outfit, which includes diadem, pectoral, 
bloodletting loincloth, and a snake-handled axe. 
The glyphs record three events, the seating 
[ceremonial beginning or baptism] of 9.11.0.0.0, 
then a "house" event performed by GI under 
the auspices of Pacal about four years later, and 
a "knot-skull" event fourteen years after that, 
when Kan Xul was twenty-six years of age. In 
this scene, the living parents of Kan Xul II flank 
him, as is typical in art at Palenque. A recent 
paper by Karen Bassie proposes convincingly 
that these events are the first and second lin- 
eage events in the life of Kan Xul II, and further 


correlates them with similar first and second 


lineage events in the life of Chan Bahlum II, his 
elder brother. She also makes the case that Bird 
Jaguar’s masquerade as GI at Yaxchilan is a 
similar kind of lineage event. It is probably not 
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coincidental that on Stela 11 the first use of the 
819-day count (a Palenque invention) appears 
with the first GI masquerade (first seen monu- 
mentally at Palenque). If masquerading as or 
personifying GI is important in the legitimiza- 
tion process for heirs, and in Palenque followed 
an earlier lineage event, can a prior event at 
Yaxchilan also be identified as parallel to the 
Palenque first lineage event? 

Bassie argues (and I agree) that Bird Jaguar's 
ballgame event, shown as part of the hiero- 
glyphic staircase of Structure 33, is his first lin- 
eage event. It is the second event of which he is 
named as a protagonist, the date is the thirty- 
five-year anniversary of the tongue bloodlet- 
ting depicted on Lintel 24, which occurred 
sixty-two days after Bird Jaguar’s birth, and the 
verb for the event on 3 Muluc 17 Mac has the 
same main sign as the verb characterizing 
the first lineage event on the Dumbarton Oaks 
Tablet. The verbs for the prototypical events 
documented on Bird Jaguar’s ballgame step are 
the “knot-skull” event that was used for Kan 
Xul’s second lineage event. Therefore, the lin- 
eage information concerning Kan Xul II was re- 
corded in a single panel, and that of Bird Jaguar 
was distributed between two monuments, but 
the verbs and costuming reveal the similarities 
between the sets of events.? 

The final event on the stela Bird Jaguar com- 
missioned for his accession day was the acces- 
sion itself. With this stela, Bird Jaguar made a 
complex statement about his personal history 
and his political stance as he entered office. 
Having recorded Period Endings and a capture 
on the steps of the building where his father 
had placed similar information, he then se- 
lected local and foreign ritual information to 
appear on the monument to display his role as 
the personifier of the Hero Twins. He adopted, 
for the first time at Yaxchilan, several items of 
ritual attire that had been used previously at 
other cities but were not exactly pan-Maya. 
One of the most prominent was the flapstaff, 
which had been used a hundred years earlier at 
Balancan, near the northern reaches of the 
Usumacinta, and sixty years earlier at Site Q, 
which is probably between Tikal and Yaxchi- 
lan.?! The GI diadem and outfit had been seen 
earlier at Palenque. However, those items had 
not been specifically associated with summer 
solstice or Venus as Evening Star in their pre- 
vious appearances on monuments. The ritual 
content of the stela included a summer solstice 
ceremony in the tradition of those celebrated 
by Lady Xoc and Shield Jaguar, except that 
theirs were dedicatory and his claimed a super- 


natural power to assist the community: he 
“held up the sky," as did GI on the Palenque 
Cross Group Tablets; he masqueraded as GI on 
the first appearance of Venus as Evening Star, 
showing his supremacy over those who of- 
fended the community and had to be captured. 
The summer solstice scene faces the sunrise, 
and Venus as Evening Star faces the west, where 
Venus appears as Evening Star, indicating that 
Bird Jaguar’s powers encircle the sky. Under his 
feet, his accession and parentage statements 
become the foundation for his future activities. 
He demonstrated his mastery of rituals prac- 
ticed beyond the local area, but cautiously reit- 
erated important patterns of ritual practice es- 
tablished at Yaxchilan. 


Altars 4, 13, and 14 (Structures 39 and 40) 
Each documents the accession day, 9.16.1.0.0. 


As he designed the ensemble of monuments 
for his accession day, Bird Jaguar recorded his 
participation in rituals similar to those his fa- 
ther and other kings had done. He did not show 
himself in the full royal costume, and this fact 
leads me to conclude that this group of monu- 
ments surely was designed prior to his acces- 
sion. The taking of the God K manikin scepter 
and the bloodletting bundle was the climax of 
Bird Jaguar’s accession, but was not depicted 
until after the fact. 

There may have been other contenders for 
Yaxchilan’s throne, but Bird Jaguar obviously 
had a very grand plan for the elaboration of the 
ceremonial center that would involve many in- 
dividuals in its construction. If he had to con- 
vince a council of his qualifications, he must 
have spoken of a fabulous new building at the 
heart of the city, of augmenting the summer 
solstice and winter solstice axes already evi- 
dent at the site, of honor for the auspicious 
kings and ladies whose accomplishments had 
made Yaxchilan an eminent city. Bird Jaguar 
seems to have had a vision of a community in- 
tegrated through public works, but he also had 
the ability to inspire and direct the same artists 
who had worked under his father, and to finish 


the job. 


9.16.2.0.0. STRUCTURE 22: LINTEL 21 


2 Kan 2 Yax 4 te zotz by Ruler 7 
7 Muluc 17 Zec 4 te zotz by BJIV 


9. O.I9.2.4 
(9.16. 1.0.9) 


From documenting his own life, Bird Jaguar 
turned to reestablishing the past. In Structure 


22, he reset four old lintels from two previous 
reigns. In deliberately recalling the events of 
the past, he showed an interest in predicting in 
what cycle past events would recur. It is not 
clear whether he erected this building from the 
ground up or whether an earlier structure was 
located there. At least the lateral entranceways 
were built by Bird Jaguar IV, since their plat- 
form overlaps that of Structure 23. 

He set two lintels naming Ruler ro (Lintels 
20 and 22) over the outer two entrances on the 
front facade, and two delicately incised, even 
earlier lintels (18 and 19] over two side en- 
trances. He also commissioned an all-glyphic 
lintel (21) like the Early Classic ones. It records 
a ceremony "4 te zotz" performed on 9.0.19.2.4 
(A.D. 454) by Ruler 7, which is linked to the 


same type of ceremony performed by Bird Jag- - 


uar IV nine days after his own accession. Since 
the ancient lintels originated in two different 
reigns, it is unlikely that they originally oc- 
cupied the same structure. It seems Bird Jaguar 
IV rescued these lintels from some decaying 
building, perhaps nearby, and reset them in 
Structure 22. | | 

This suggests that Bird Jaguar was extremely 
concerned with creating a strong sense of con- 
tinuity of lineage and authority in the monu- 
mental historical record. For this reason, one of 
his first actions as ruler was to link his actions 
and his reign with those of Ruler 7, Moon 
Skull, 298 years earlier, and indirectly with 
other early rulers. 


9.16.5.0.0. STRUCTURES 24 AND 2I 


Structure 24 


(9.13.13.12. 5] 6 Chicchan 8 Zac* L 27 Death of 
LP 
1.17. 5.9 DN 
(9.15.10.17.14] 6 Ix 12 Yaxkin L 27 Death of 
| SJ 
617. 0 DN = 
(9.15.17.15.14] 3 Ix 17 Zip L 59 Death of 
Lady Xoc 
1.19.9 DN 
(9.15.19.15. 3) ro Akbal 16 Uo L 28 Death of 
LIS 
4. 9.14 DN 
(9.16. 4. 6.17) 6 Caban 1o Zac*  L 28 Post- 
humous 
dedication 
by Lady 
Xoc 


*The scribes confused “Yax” and “Zac” in this in- 
scription. The correct month names that correspond to 
the Distance Numbers are given here. 


Bird Jaguar recorded the deaths of the three 
most important elders of the previous genera- 
tion and Lady Pacal, his paternal grandmother, 
on the front edge of three lintels that were 
placed in a small structure which faces winter 
solstice sunrise. The precedent of carving the 
front edge of lintels had been established at 
Yaxchilan in Structure 23. This obituary monu- 
ment, Structure 24, was placed a few meters 
from the dynastic and astronomical ceremony 
memorial, Structure 23, which had been com- 
pleted by Shield Jaguar and Lady Xoc thirty 
tuns earlier. 

The inscription begins with the death of 
Lady Pacal, and gives the dates of the deaths of 
Shield Jaguar, Lady Xoc, and Lady Ik Skull. A 
Distance Number leads from Lady Ik Skull's 
death date to a posthumous “fire” event, re- 
cently paraphrased as a “temple dedication” 
event,” performed by Lady Xoc. Lady Xoc had 
dedicated Structure 23 (also recorded as a “fire” 
event] on 6 Caban 15 Yaxkin, and she dedicated 
Structure 24 as an influential ancestor on 6 
Caban ro Yax, which was exactly forty-one 
tzolkins since the Structure 23 dedication, ex- 
actly five tzolkins since Bird Jaguar IV’s capture 
of “Q,” and exactly forty-six solar years since 
Bird Jaguar's birth. The dates on the two build- 
ings bracket Bird Jaguar's life from birth (sixty 
days before the Lintel 24 event} to his forty- 
sixth birthday. The first astronomical event (5 
Eb 15 Mac} was an anniversary of previous ac- 
cessions, and the last date of the two struc- 
tures, the dedication of Structure 24, was a pe- 
riodic commemoration of previous important 
events in Bird Jaguar's life. With this event, 
Lady Xoc's commemorative and astronomical 
rituals spanned two long reigns, even extending 
beyond her own lifetime. She was so important 
that Bird Jaguar carefully contrived all of his as- 
tronomical and commemorative rites to reso- 
nate with those she had done. He also elevated 
two young women to a position similar to the 
one Lady Xoc had occupied, and began to re- 
cord their deeds in another building he dedi- 
cated on this hotun. 

The scribe who drew the glyphs for Struc- 
ture 24 also had designed Stela 18 for Shield 
Jaguar, and did the accession text at the base of 
Stela 11 for Bird Jaguar. 


Structure 21 


(9.15.10. o. i] 4 Imix 4 Mol St 35 Blood- 
letting by 
LIS 

(9.16. 0.13.17) 6 Caban 5 Pop L 16 Capture of 


"Q by BJIV 
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Blood- 
letting by 
Lady Ix & 
BJTV 
Blood- 
letting by 
LAI 


(9.16. 0.14. § x Chicchan 13 Pop? L17 


(9.16. 3.16.19?) 4 Cauac? r2 Zip L 15 


‘Implied by reference to birth of SJII. 


In his modifications of the Main Plaza, Bird Jag- 
uar had thus far placed the ancient lintels in 
Structure 22 and constructed the obituary 
temple, Structure 24, both on the first terrace 
and on the northwest side of the Grand Stair- 
way. To balance the placement of these build- 
ings and the potent presence of Lady Xoc on the 
lintels of Structure 23, Bird Jaguar erected Struc- 
ture 21 on the southeast side of the Grand Stair- 
way. Iconographically and stylistically, it emu- 
lated Structure 23, although no artists of genius 
equal to the Elegant Knot Artist and Exuberant 
Scribe existed at Yaxchilan in Bird Jaguar's gen- 
eration. Although it is likely that the Structure 
21 artists were trained by the Structure 23 art- 
ists, their compositions, glyphs, and details are 
less complex and less explicit than those of 
Structure 23, resulting in disappointingly vague 
imitation. 

Structure 21 lintels commemorate events 
which occurred before or early in the reign of 
Bird Jaguar and incorporate the two female rit- 
ual assistants who accompanied the astronomi- 
cal and commemorative ceremonies during his 
reign. On Lintel 15 Lady Ahpo Ik holds blood- 
letting equipment and gazes at a Vision Serpent 
(probably the Earth Lord's messenger). Her pos- 
ture is similar to that of Lady Xoc on Lintel 55, 
and as on the earlier lintel, the Vision Serpent 
is accompanied by a hand-grasping-fish mani- 
festing verb. Lintel 16 illustrates the capture of 
“Q” previous to Bird Jaguar's accession. The ap- 
pearance of Bird Jaguar in his war outfit corre- 
sponds to the appearance of Shield Jaguar in his 
war suit on Lintel 26. Lintel 17, like Lintel 24, 
shows a tongue bloodletting, and it also shows 
a penis perforation. On this occasion, Lady Ix 
let blood to celebrate the birth of Chel-te to 
Bird Jaguar IV and Lady Great Skull. On Lintel 
24, Lady Xoc had bloodlet after the birth of Bird 
Jaguar IV to Shield Jaguar and Lady Ik Skull. 
Although Bird Jaguar requested compositions 
that would parallel the scenes of Structure 23, 
and drew additional parallels through including 
female ritual assistants and echoing some of the 
occasions and costumes used on Structure 25, 
evidently direct copying was not desirable. 

The dedication date of this structure de- 
pends on an eroded date on Lintel r5. If the date 


is 4 Cauac 12 Zip (9.16.3.16.19), it corresponds 
to six solar years minus seven days since the 
death of Lady Xoc. This is an extremely spec- 
ulative association. However, Lady Xoc was 
linked to Bird Jaguar in the Lintel 24 posthu- 
mous event also dedicated at this time. 

Inside this building, Bird Jaguar placed the 
stela commemorating his mother's bloodlet- 
ting on 9.15.10.0.1, which was discussed above. 
As was customary, the explicit bloodletting 
scene faces the temple rear, and an accession- 
type image faced the river. A Vision Serpent ap- 
pears on the front side of the stela, accompa- 
nied by Tlaloc imagery, death eyes, and skulls. 
Thus, Lady Ik Skull balances Lady Xoc on this 
side of the Grand Stairway. 

For the inside rear wall of Structure 21, be- 
hind the stela, Bird Jaguar commissioned a 
stucco sculpture that shows five persons on the 
throne of Yaxchilan. The throne upon which 
they are seated is a double-headed serpent, 
chan, split in the center, like the split-sky Em- 
blem Glyph of the city. Like the Lintel 25 ser- 
pent, it carries Tlaloc imagery and wears a 
spotted drum-major accession headdress, as did 
Shield Jaguar on that lintel. It therefore refers 
to accession accompanied by the use of "for- 
eign" symbols or power at Yaxchilan. 

Proskouriakoff suggested (and I agree) that 
portraying powerful individuals on public mon- 
uments was Bird Jaguar's strategy for consoli- 
dating his political control.? The three women 
and two men depicted in the lifesize stucco re- 
liefs probably correspond to Bird Jaguar, Lord 
Great Skull, Lady Great Skull, Lady Ix, and 
Lady Ahpo Ik. Lord and Lady Great Skull prob- 
ably were leaders of an ancient royal family at 
Yaxchilan, a lineage powerful enough to chal- 
lenge Bird Jaguar's claim to the throne. Ladies 
Ix and Ahpo Ik seem to have come from outside 
Yaxchilan. The proliferation of smaller sites 
near the Usumacinta in this period (such as La 
Pasadita, El Cayo, Laxtunich, and Chicozapote] 
suggests that a shift in social organization was 
occurring in the Usumacinta area, and that po- 
litical alliances with nearby communities were 
particularly necessary. 


9.16.6.0.0. STRUCTURES 33, I, 
AND 42 


Structure 33 


(9.10. 3.11.8) 9 Lamat 16 Ch'en VIII Ballgame 
by BJIII 

9.15.13. 6.9 3Muluc 1; Mac VII Ballgame 
by BJIV 


A9 Period 
Ending 
Accession 
of BJIV 
Holding 
God K 
Expired 
his 5th 
tun as 
ahau, 
BJIV with 
Sjul 


2 Ahau 13 Zec 
11 Ahau 8 Zec Li 
8 Ahau 8 Zotz L 3 


4 Ahau 3 Zotz L2 


Bird Jaguar IV apparently made long-range plans 
for a massive construction project that would 
document his post-accession rituals and define 
his ceremonial territory. He or a designer asso- 
ciated with him had a keen sense of spatial de- 
sign. Although it is not likely that he had a 
map, he could visualize the buildings and their 
relationships. Rather than make a single area of 
the city identifiable as "Bird Jaguar’s precinct,” 
he placed his structures and reliefs around the 
city in a manner that defined his own territory 
as a knitting together of the acropoli and 
plazas, and as a repetition of the previous his- 
tory of the site. Furthermore, his projects delib- 
erately emphasized the crossing axes along 
which the site had previously been organized— 
the axis of the Main Plaza, which faces winter 
solstice sunrise, and the summer solstice sun- 
rise axis established with Structures 41 and 40. 

The construction program whose target date 
for dedication was 9.16.6.0.0 defined Bird Jag- 
uar's ritual space. He distributed these struc- 
tures and the associated symbols to demon- 
strate his supernatural role as personifier of 
mythical beings related to the annual path of 
the sun. The mode of symbolism used on the 
lintels and the vertical and horizontal position- 
ing of Structures 33, 1, and 42 have been dis- 
cussed in Chapter 4. Here I focus on the sculp- 
tural and architectural complex of Structure 33 
itself. 

A comment by Morley comes to mind every 
time I climb to Structure 33: ". . . considering 
its conspicuous location on the summit of a 
high natural hill, at the very center of the city, 
Structure 33 must have been the most impos- 
ing structure of the city.”** The careful place- 
ment and deliberate grandeur of Structure 33 
amazed Morley, is still enthralling today, and 
must have been magnificent in 757. 

From the Main Plaza, the roofcomb of Struc- 
ture 33 can be seen gleaming white above the 
trees, especially against the deep blue skies on 
summer mornings. It imparts a sense of mys- 
tery to those who wish to view it whole, be- 


cause from the plaza, and during the entire 
thirty-five-meter ascent, only the roofcomb can 
be seen. Each segment of the climb to Structure 
33 yields a new experience. On the roofcomb is 
a statue of Bird Jaguar enthroned, visible from 
the Main Plaza and during the climb. Only 
when one reaches the terrace at the top of the 
immense stairway does the main body of the 
building become visible, with the hieroglyphic 
staircase showing ballplayers, the stalactite 
stela, and the lintels, brightly painted on the 
undersides, and marked with red hands on 
white circles on the front edges. Those allowed 
to enter the building would have found one 
more surprise—a twice-lifesize sculpture in 
the round of Bird Jaguar, seated within a niche 
against the center of the rear wall, enveloped in 
darkness except on summer mornings. 

Structure 33 was an elaborate cosmogram 
unlike any other at Yaxchilan. The facade is 
divided into registers. The lowest register is 
formed by the row of thirteen carved risers of 
ballgame scenes, directly below the three en- 
tranceways. The blocks of the staircase are ar- 
ranged so that the central three blocks are the 
largest and the most deeply carved (by the work- 
shop of the Structure 23 artists). The central 
block, VII, is the largest, and portrays Bird Jag- 
uar IV engaged in his first lineage event, a ball- 
game that was likened to ballgame events in 
the distant past. The historical date that he 
played ball was expressed as a single day within 
a scale of reference cosmic in dimension, as 
13.13.13.13.13.13.13.13.9.15.13.6.9. A verbal 
couplet states that the ballgame event also in- 
volved the letting of blood.” Two dwarfs in the 
scene are marked with Venus signs and one 
wears a shell earplug. Perhaps, as Venus was 
called the sweeper of the path of the sun, the 
Venus sign identifies them as the sweepers of 
the path for Bird Jaguar as he journeyed to con- 
front the Lords of the Underworld in their 
ballcourt. 

With the design of the ballgame scenes on 
the temple risers, Bird Jaguar provided an ex- 
plicit reference to the mythological Hero Twins 
and their Underworld battle to prepare the 
world for the arrival of the sun and the present 
era. Bird Jaguar proclaimed that not only he, 
but his father and grandfather (Steps VI and 
VIII), the Captor of Muluc, Lord Great Skull, 
and other important individuals also partici- 
pated in the battle against the forces of evil, 
sickness, and disorder. 

The middle register of the Structure 33 cos- 
mogram is the lintels. They portray Bird Jaguar 
at once as the GI and GIII of the Triad (Lintel 3 
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refers to Chac Xib Chac through the diadem 
and to GIII with the shield), as the person re- 
sponsible for the paths of the sun and Venus (on 
Lintel 2, the sun-Venus path above the head- 
dress), and as the living God K with the man- 
ikin scepter. Bird Jaguar played these roles as he 
performed the duties of rulership; as he acted 
on the terrestrial level, he personified the ac- 
tions of the cosmos. 

The celestial register of the cosmogram was 
expressed by the annual illumination of the 
enormous three-dimensional statue within 
the chamber by the summer solstice sunrise. 
The lintel above the central entrance shows 
Bird Jaguar and Chel-te as the Axis Mundi, 
symbolized by the bird-cross scepters and the 
GI-Venus serpents on their headdresses. Imme- 
diately below that entrance is the Step VII cos- 
mic ballgame Underworld event. 

As explained in Part Two, three figures en- 
throned on monster heads were each situated 
over an entrance, and between the figures were 


two monster or serpentine masks with semi- 


quatrefoil mouths. Unfortunately, the stucco 
sculpture is too eroded to state with certainty 
what symbols appeared there. They seem to 
have been lifelike figures surrounded by inter- 
lacing serpent monsters whose heads termi- 
nated in the long, curling snouts seen on Yuca- 
tecan facades. 

In front of Structure 33 is a stela made out of 
a stalactite shaft (Stela 31). The irregular natu- 
ral surface of the stalactite is incised with three 
figures, two of them standing facing each other, 
wearing the pointed hipcloth and letting blood 
with inserted penis perforators. The third fig- 
ure wears a cape and is crouched at the feet of 
the others. The stela is now broken in half, but 
a fragment of the upper section shows that the 
ruler (presumably Bird Jaguar) is wearing the GI 
diadem typical of the Yaxchilan bloodletting 
stelae. No date survives for this monument. 
The altar associated with Structure 33 is lo- 
cated below the northwest corner of the plat- 
form upon which the structure is built, and 
commemorates the katun ending 9.16.0.0.0. 


Structures 1 and 42 

Bird Jaguar separated references to his family 
members from references to his ritual assis- 
tants and other allies. In the triad of structures 
erected for 9.16.6.0.0, Structure 33 is the only 
building in which he portrayed his wife and 
son, and his father and grandfather. Conversely, 
ritual assistants Ladies Ix and Ahpo Ik appear 
in Structures 1, 42, and 21, but not in his acces- 


sion structure, 33. Bird Jaguar portrayed the 
Captor of Muluc in Structure 1 and 42 lintels 
and on the steps of 33. The legitimate dynastic 
members are concentrated in 33, while politi- 
cal and ritual allies are portrayed in structures 
nearer the periphery of Bird Jaguar’s ritual arena. 
It seems that dynastic considerations were con- 
sidered central information, and the incorpora- 
tion of persons from outlying cities was done 
in outlying structures. 

As was typical of his approach to dates for 
ceremonies, Bird Jaguar knit the post-accession 
rituals in webs of cycles to the events of Lady 
Xoc. The earliest event of the triple temple 
complex is his ballgame event, which is also 
physically in the center of the composition. 
The date selected for this event is thirty-five 
years (minus seven days) since 5 Eb 15 Mac, the 
Jupiter-Saturn conjunction that was commem- 
orated sixty-two days after Bird Jaguar’s birth. 
Jupiter was stationary again, lacking eight days 
until completion of thirty-two cycles since the 
Lintel 24 event. That this is more than coinci- 
dence is indicated by the existence of a monu- 
ment that is a solar anniversary of the ballgame 
event. The dates on Lintels 6 and 43 are the 
eighth haab anniversary of the ballgame event. 
Iconographical similarities support the propo- 
sition that an esoteric reference to the ball- 
game event was made on Lintels 6 and 43. On 
those lintels in Structures 1 and 42, Bird Jaguar 
was portrayed in Underworld iconography. On 
the astronomical level, Venus showed up again, 
this time in the eye of a GIII jaguar headdress. 
On the mythological level, Bird Jaguar imper- 
sonated Xbalanque, one of the ballplaying Hero 
Twins. On Lintel 6, the Captor of Muluc wore 
a fish-eating-waterlily headdress worn also by 
ballplayers on the steps of Structure 33. Blood- 
letting knots worn around the waists of the two 
men on Lintel 6 allude to the bloodletting per- 
formed in conjunction with the ballgame. The 
links between Structures 33, 1, and 42 and the 
important astronomical-dynastic commemora- 
tion on Lintel 24 are reinforced through ico- 
nography, calendrics, and astronomy. 

A fuller iconography and historical rationale 
for the design of these twin structures was pre- 
sented in Chapter 4. There the imaginary line 
that spatially links Structures 42, 33, and 1 was 
also mentioned. The fact that the three build- 
ings in three different areas of the city can be 
connected with a single straight line, however, 
does not explain the orientation of Structure 1 
at 345 degrees. Another conceptual line could 
be the reason for its placement. A line perpen- 


dicular to the back wall of Structure 1 and pass- 
ing along the doorjambs intersects Stela r, Bird 
Jaguar's lahuntun marker, in the Main Plaza. 


9.16.7.9.2? STRUCTURE 36, STELA 9 


(9.16.7.9.22?) I3 Ik? o? Mac 
Stela 9 of Structure 36 is the most unusual 
stela of the city. It was found in front of Struc- 
ture 36, a square-based building with a com- 
plex system of recessions and projections on 
the bodies of its stepped platforms. With its 
low relief carving and frontal pose for the body, 
the style of Stela 9 is reminiscent of Piedras 
Negras Stelae 2 and 4. The explicit portrayal of 
penis perforation suggests that the stela was 
carved after the completion of the exemplary 
explicit female bloodletting scene of Structure 
23. However, I can find no special significance 
tor the proposed date, 9.16.7.9.2. 


9.16.10.0.0. STRUCTURES 8 AND 
I3 (?]; REMODELING WESTERN 
PORTION OF MAIN PLAZA; STELA I 


Having defined the boundaries of his ritual ter- 
ritory, Bird Jaguar next subdivided the Main 
Plaza into zones with a focal point at its physi- 
cal center, where the stairway to Structure 33 
enters the plaza. He erected two buildings to 
isolate the heart of the plaza from the surround- 
ing area. Structure 8, placed transversely to the 
axis of the plaza, creates a partial barrier be- 
tween the (probable) old location of ancient 
stelae from the reigns of Ruler 9 and Bird Jaguar 
III in the southeast and the new focal point of 
Bird Jaguar IV’s Yaxchilan: the stairway to 
Structure 33. Closing the northwest side of the 
ceremonial space is Structure 13, which is 


raised on a platform and faces Structure 8. The 


resulting area is about 40 by 60 meters. Some 
buildings along the plaza since 9.5.0.0.0 faced 
118 degrees, the winter solstice sunrise axis, 
and three of the buildings Bird Jaguar had built 
to date, Structures 24 and now 8 and 13, also 
face exactly 118 degrees east of north. 


Structure 8 | 

Associated with Structure 8, INAH recently 
found a partial wall panel that names Shield 
Jaguar and names Lady Ik Skull as a mother. 
This monument clearly refers to Bird Jaguar, 
but no information remains to secure the con- 
struction date; hence it remains conjectural. 


Structure 13 

(9.13.17.15.13) 6 Ben 16 Mac L 32 Holding God K 
and Bundle, SJ 
and LIS 
(Jupiter-Saturn 
conjunction} 


(9.15.16. 1. 6) 5 Cimi 19 Yaxkin L 33 Summer sol- 
stice event by 
BJIV 

No date L 50 Summer sol- 


stice event? 
MKSIII 


Structure 13 was built in several phases. Three 
lintels were found there, two of which date to 
the reign of Bird Jaguar IV. L 33 was carved after 
9.16.4.1.1, because it names Bird Jaguar as the 
Captor of Jeweled Skull. So the earliest possible 
date for the completion of Structure 13 is 
9.16.5.0.0. Lintel 33 records a flapstaff event 
that had occurred previously. Bird Jaguar re- 
ported that on summer solstice, 9.15.16.1.6 
5 Cimi 19 Yaxkin, six years after the Stela 11 
summer solstice event, but before his accession, 
he had performed another flapstaff-summer 
solstice event. On this lintel, he displayed the 
coiled-serpent anniversary headdress, and the 
Chac Xib Chac diadem. Lintel 33 is the only 
portrayal of a summer solstice event in the 
Main Plaza. 

The central lintel, 32, names Shield Jaguar 
and Lady Ik Skull but can be attributed to the 
reign of Bird Jaguar IV because of sculptural 
style and iconography. The drum-major head- 
dress and the bundle theme with manikin scep- 
ter shown on this lintel were symbols adopted 
in the reign of Bird Jaguar IV. The Lintel 32 
date is 6 Ben 16 Mac, and could only refer to 
9.13.17.15.13, in the period of the Jupiter— 
Saturn conjunction/anniversary of accession/ 
birth of Bird Jaguar ceremony, originally re- 
corded as having been performed by Shield Jag- 
uar and Lady Xoc on Lintel 24. Since no monu- 
ment from the reign of Shield Jaguar shows 
him with Lady Ik Skull, this seems to be an at- 
tempt by Bird Jaguar IV to celebrate his mother 
as the actress in a ceremony that Bird Jaguar 
used as a basis for solar-year commemorations. 
Shield Jaguar II also commissioned a lintel 
with this same date, showing his grandmother, 
Lady Ik Skull, and his grandfather, Shield Jag- 
uar, in the "revised" version of the Lady Xoc 
performance. This was the event that Bird Jag- 
uar also tied by periodic repetition of cycles to 
his ballgame event and to the post-accession 
ceremonies portrayed on Lintels 6, 7, and 43. He 
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wanted a memorial to this event in the Main 
Plaza, in the new space he created for his stela 
gallery. 


Remodeling the Main Plaza 

Structure 9, a low platform, had existed since 
Early Classic times. The earliest traditional 
Yaxchilan Period Ending bloodletting stela was 
originally placed there, or perhaps Bird Jaguar 
moved it from another location to the base of 
his axial composition. This very early stela, 27, 
dated 9.4.0.0.0, shows a bearded ruler wearing a 
Tlaloc-like headdress, an ahau collar, a cape, a 
crossed-bands belt and human head backrack, 
and a jaguar at the waist. The arm closest to the 
viewer hangs limply, and the further arm was 
probably extended, releasing the flow of blood 
that can be seen falling into a waiting recep- 
tacle. The bloodletting image faces Structure 
33, as was normal for the “temple” side of a 
stela. 

Structure 74 may also have existed at this 
time, since Structure 10, which had not been 
built in 9.16.10.0.0, overlaps Structure 74. It 
formed a backdrop for the Jahuntun ending 
marker, Stela 1. Between Structures 74 and 9 is 
a stairway that ascends toward the river to an 
artificial terrace overlooking the bluff. From 
there it is a steep descent to the shore. Close by 
is the enigmatic masonry pier, which, it has 
been suggested, might once have supported a 
bridge across the Usumacinta, or have been a 
wharf. 

The section of the plaza that Bird Jaguar cre- 
ated functioned as a sunken viewing ground for 
ritual gatherings. Several pedestal stones (al- 
tars) carved with glyphic inscriptions are lo- 
cated near the center of this space. The Altar 
IO inscription seems to date 9.15.3.1.5, which 
would place it in Shield Jaguar's reign. Altar 11 
records the date 9.16.1.3.5, shortly after Bird 
Jaguar's accession. Two stones approximately 
2 meters long are carved to resemble caimans. 
These are located at either side of Stela 1 (see 
Figure 107). 


Stela 1 

9.16. 8.16.10 1r Oc 18 Pop  8r9-day-count 
station 

9.16.10. o. o r Ahau 3 Zip Period Ending by 
BJIV 


In the center of the 60-meter subplaza Bird Jag- 
uar IV erected a lahuntun marker, Stela 1. On 
the temple side, facing Structure 33, is the 
three-register composition of his parents above, 


the skyband as a royal emblem, and a reference 
to the cosmological role of the ruler, the image 
of Bird Jaguar perforating his penis and offering 
blood, aided by a caped individual wearing a 
snaggletooth headdress and a shell brooch. In 
the lower register is a frontal sun monster, in 
the seated posture of a king, and holding a stiff, 
double-headed skeletal serpent bar. The sun 
supernatural faces the summer solstice temple. 
On the river side of the stela is a warrior image 
and a basal monster too eroded for definite 
identification (see Figure 124). Each side of 
Stela 1 was incised with an image—one male 
and one female— both in profile and facing 
Structure 33. I suspect that these are Lady Ik 
Skull and Shield Jaguar, intended to watch, 
with the populace, the drama unfolding on the 
platform and staircase of Structure 33. 

Where the First Terrace intersects the monu- 
mental staircase, next to Structure 22, Bird Jag- 
uar IV placed two stelae, one on either side of 
the staircase (see Figure 2]. Stela 28 has not 
been illustrated. The top half of it was found by 
Karl Ruppert, and Morley described only the re- 
mains of a profile image facing left. It is compa- 
rable in size to Stela 2. Stela 2 is now placed on 
a low platform consolidated by Roberto García 
Moll in the center of the width of the stairway 
to Structure 33, partially up to the level of the 
First Bench. A warrior stands on a frontal mon- 
ster head whose forehead is infixed with the 
number 9. The warrior image now faces, and 
probably originally faced, the river. 

Remains of an ancient staircase made of gi- 
gantic blocks can be seen behind Structure 9, 
connecting the plaza with the river. Bird Jaguar 
arranged several of Yaxchilan’s stelae to create 
a processional history gallery along the pas- 
sageway from the river up to Structure 33. Stela 
27, dated 9.4.0.0.0, is the earliest katun marker 
of the city. Stelae 28 and 2 date from the Early 
or Middle Classic. Nearby, on the First Terrace, 
Structure 22 houses the lintels from the reigns 
of Ruler ro and Bird Jaguar II. At the summit of 
the Grand Stairway, several generations of kings 
were portrayed engaged in ritual (ballgame) 
combat with the Lords of the Underworld. Bird 
Jaguar wished his own image to be the culmi- 
nation of the history of many generations of 
kings. 


9.16.13.0.0. STRUCTURE I6: LINTELS 
38—40 | 


After 9.16.10.0.0 Bird Jaguar slackened the pace 
of his architectural and sculptural projects, but 
kept quite active. In the next ten years, he 


erected two more stelae, which commemo- 
rated Period Endings, and about three more 
structures with associated sculptures. 


Blood- 
letting 
God K 
u cab 
BJIV 
Verbs 
eroded, 
Lady Ix 
Blood- 
letting 
to God 
K by 
LAI 


(9.15.10.0. 1) 4 Imix 4 Mol L 39 


(9.16. 7.0. o] r3 Ahau 18 Zip L40 


(9.16.12.5.14) 3 Ix 7; Mol L 38 


Another building which prominently displayed 
Bird Jaguar’s female ritual assistants was erected 
at the northern end of the Main Plaza facing 
the winter solstice sunrise. A long, low plat- 
form isolates a limited access area in front of 
Structure 16 from the public open space of the 
plaza. For the lintels of the new structure, Bird 
Jaguar used a design format pioneered by his 
father in Structure 23, and one which he had 
used in Structure 24 (which also faces the win- 
ter solstice sunrise)—that of placing the carved 
information on the front edge of the lintel. In 
this case, figures complement the glyphic in- 
formation on the front edge. Perhaps it was less 
effort to carve only the small front edge rather 
than the larger underside of the lintel. It seems 
that the format was decided upon first and the 
design and the posture of the figures were 
adapted to fit the extremely horizontal format 
of a lintel front. 

The three lintels are carved with similar ico- 
nography. As in his other non- Period Ending 
structures, Bird Jaguar is shown on the central 
lintel, and his two female ritual assistants are 
depicted on the two outer lintels. They face 
Bird Jaguar. The verb in all three cases is the 
hand-grasping-fish manifesting verb, with God 
K as the object manifested. 

The two women, Lady Ix and Lady Ahpo Ik, 
lean slightly toward the center of the building 
as they support a double-headed serpent from 
whose mouths emerge God K's. If the event is 
recorded as manifesting God K, and God K ap- 
pears in the mouths of the serpents, then the 
serpents must be the vehicle or medium for 
evoking God K, the symbol of ancestral lineage. 
The double-headed serpent bar is itself a royal 
emblem, held by rulers since the Early Classic 
at various Maya cities. 

The images on Structure 16 lintels represent 


ancestral ceremonies. The dates recorded for 
these events support this suggestion. The 4 
Imix 4 Mol date on Lintel 39 had been com- 
memorated previously—that was the day that 
Lady Ik Skull let blood and was called Mah 
K'ina. The only possible interval for this Cal- 
endar Round is 9.15.10.0.r, because its next oc- 
currence falls after the disappearance of Bird 
Jaguar from the historical record. Why did Bird 
Jaguar state in 9.16.13.0.0 that he let blood on 
this day, more than ten years before his acces- 
sion, and what is the significance of the other 
two dates? 

The repetition of the 4 Imix 4 Mol event 
gives a clue to the meaning of this assemblage 
by recalling Lady Ik Skull. The Lintel 40 date 
occurred nine solar years (lacking one day] after 
the death of Lady Xoc. The Lintel 38 date was 
twenty-two solar years (lacking two days) since 
the 4 Imix 4 Mol event. If the Yaxchilan priests 
were using horizon observations for solar reck- 
oning, as I suspect, then these ceremonies 
would have occurred on days on which the sun 
was perceived to have risen in the same po- 
sition on the horizon as for the events they 
commemorate. | 

Other bits of evidence support the efficacy of 
these calendrical interpretations. On Structure 
16 lintels, the two female ritual assistants asso- 
ciated with Bird Jaguar are performing com- 
memorative ceremonies for the women impor- 
tant to the king of the previous reign. The 
lintels of Structure 16 are carved on the front 
edge, as are those of Structure 24, where the 
deaths of these women are recorded. The two 
buildings share an orientation to winter solstice 
sunrise. The iconography, the holding of the 
double-headed serpent plus God K, is surely a 
reference to an ancestral ceremony. Bird Jaguar 
IV had taken pains to include numerous post- 
humous references to his mother, Lady Ik Skull, 
on his stelae, and to carve monuments depict- 
ing her with his father after both parents were 
dead. Taken together, the evidence strongly 
suggests that the Maya did practice commemo- 
rations of important ancestors on solar inter- 
vals, and that this was the impetus for the lin- 
tels of Structure 16. 


9.I6.15.0.0: STRUCTURE 39: STELA IO 


(7 Ahau] 18 Pop Verbs eroded (par- 
entage statement of 
BJIV extant} 


(9.16.15.0.0} 


After fourteen tuns as ahau, Bird Jaguar built a 
large new temple atop the South Acropolis. Its 
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axis is skewed in relation to the other temples 
on the acropolis; it faces just east of north to- 
ward Structure 19. A substantial plaza in front 
of the temple held a large stela carved on all 
four sides and an altar which commemorated 
Bird Jaguar’s accession day. Two more altars are 
associated with the buildings, one inside the 
temple and one on its platform. Their dates 
have eroded. 

Stela 10 is atypical as a Period Ending stela 
in that the figure of Bird Jaguar is frontal on 
both sides of the stela. The lower half of the 
temple side is severely effaced, but the figure is 
definitely frontal. On the river side, three addi- 
tional individuals appear with Bird Jaguar, an 
elite male, an elite female, and a kneeling fig- 
ure. Bird Jaguar holds a spear and shield, but 
does not wear the typical war scarf nor an elabo- 
rate headdress. He does wear a bloodletting 
loincloth with notched borders, the first time 
this item appears at Yaxchilan. Also new to 
Yaxchilan are the “epaulets” attached to his 
shoulders. Including a parentage statement on 
a Period Ending stela was apparently tradi- 
tional, for another one appears here, but the 
glyphs are rendered by a new hand. For the first 
time, Lady Ik Skull is given a foreign Emblem 
Glyph—that usually called “Site Q"—whose 
main sign is a ca comb and a reptile head. 

The 9.16.15.0.0 Period Ending was marked at 
La Pasadita, a nearby site, with a lintel showing 
Bird Jaguar as he usually appears on a stela (La 
Pasadita Lintel 2; see Figure 38b). Conversely, 
Bird Jaguar's 9.16.15.0.0 stela (Structure 39, 
Stela 10) includes images of a group of individu- 
als on the temple or warrior side, among them 
a man in a headdress seen also on La Pasadita 
Lintel 1. The man is standing and holding a 
flexible war shield, showing that he is an as- 
sistant or ally, not a captive, and the bloodlet- 
ting knots at his wrists suggest that he, like 
Bird Jaguar, participated in the regularly sched- 
uled sacrifice. This suggests that some ritual or 
military alliance developed between Bird Jag- 
uar and the ruler of La Pasadita. Thus by 
9.16.15.0.0, Bird Jaguar was concerned with his 
political alliances not only with the local elite, 
but also with elites from surrounding cities. 


9.I7.0.0.0. STRUCTURES IO AND 2 


Structure Io 


(9.13.16.10.13) 1 Ben 1 Ch'en 819-day 
count 
with 
“fire” 
phrase 


embedded 


L 30 


8 Oc 13 Yax L 29—30 Birth of 
BJIV 
Acces- 
sion of 
BJIV 
House 
dedica- 
tion 
event 
End of 
his 17th 
katun 


9.I3.17.I2.IO 


(9.16. I. o. o) r1 Ahau 8 Zec L 30 


(9.16.13. o. o) 2 Ahau 8 Uo L 31 


(9.17. o. o. o]. 13 Ahau 18 Cumhu L 31 


One of Bird Jaguar IV's last monuments con- 
tained a record of his own birth. No birth rec- 
ords for any previous rulers of Yaxchilan are 
known to exist, but Bird Jaguar seems to have 
been particularly historically minded. Addi- 
tionally, a record of his birth clarified to those 
unaware of the date the ceremonies that had 
been performed on his behalf over the years. 
Therefore, in the area of the plaza where he had 
created a subplaza in which ancestral and sum- 
mer solstice data were recorded, in three of the 
doorways of Structure ro that were not blocked 
by Structure 13, he commissioned three lintels 
that gave a synopsis of his life. The three lintels 
relate the 819-day count prior to his birth date, 
his birth date, his accession date, the end of the 
cycle 9.16.13.0.0, and 9.17.0.0.0. It is interest- 
ing that the 819-day-count position selected is 
also exactly four katuns from the date of his 
grandfather Bird Jaguar III’s accession to the 
throne. In this passage, the verb for the Period 
Ending 9.16.13.0.0 is a temple dedication, and 
the phrase names the temple "Mah K'ina 
Itzam-na." What is not clear, however, is why, 
if this refers to the temple dedication, the text 
continues to say that “his seventeenth katun 
expired" which brought the date to 9.17.0.0.o. 


Structure 2: Lintel 9 


(9.16.17.6.12) 1 Eb end of Yaxkin Summer solstice 
staff by BJIV and 
Lord GS 


At the far southeastern end of the Main Plaza, a 
small structure with one lintel was constructed. 
Over the single doorway was a lintel which doc- 
uments a summer solstice ceremony very late 
in Bird Jaguar's reign. On Lintel 9, he is shown 
passing the flapstaff to Lord Great Skull. The 
date 1 Eb end of Yaxkin was probably chosen 
because the king desired to retain the month 
Yaxkin as the month the flapstaff ceremony 
was held, despite the fact that this date fell four 
days before the solstice that year. Bird Jaguar IV 
wears the Axis Mundi symbol, God C, and also 
GI emerging from a serpent mouth (probably a 


substitution for the GI diadem} in his head- 
dress. He wears the rack of shrunken heads and 
torsos as a chest ornament. Lord Great Skull is 
dressed as the Quadripartite GI. Bird Jaguar per- 
haps performs the transfer of ritual responsibil- 
ity to Lord Great Skull near the end of his reign, 
as he had portrayed Shield Jaguar doing for him 
many years earlier, on Stela 11. 

Buildings at the southeast end of the site, in- 
. cluding Structures 20, 54, 55, and 2, tend to em- 
phasize the roles of Lord and Lady Great Skull 
and Lady Ik Skull. In Structure 54, Lord Great 
Skull appears to be Shield Jaguar II's political 
equal on Lintel 58. Perhaps Lord Great Skull 
held an important office at the site between 
this time and the accession of Shield Jaguar II. 


9.17.I.0.0. NEW STELA (STELA 33) 


A newly found fragment of the top of a cos- 
mogram stela suggests that Bird Jaguar lived to 
complete a katun of rule on 9.17.1.0.0 9 Ahau 
I3 Cumhu. The fragment was found under the 
platform of Stela 3 (built by Shield Jaguar II as a 
part of his plan that remodeled and resurfaced 
the southeast area of the Main Plaza). The date 
is eroded, but a high coefficient is visible for 
the month date. The completion of one katun 
as Ahau of the lineage is clearly visible, and a 
sky title follows. After the sky title is a "^1 akbal 
skull" glyph associated only with Bird Jaguar 
IV. A Distance Number in this text goes back 
five katuns to a date in Bird Jaguar IV's father's 
reign. The secondary text names a Shield Jag- 
uar, but not enough of the title phrase remains 
to determine which one. 

No death date has been found for Bird Jaguar 
IV. Was he captured abroad in a raid as was Kan 
Xul of Palenque? No city boasts his capture. 
Did he die in his early sixties? Did he foresee 
a problem with the continuation of his reign 
when he passed the flapstaff to Lord Great 
Skull? The monuments dating from the early 
part of the reign of his son are extremely frag- 
mentary, so no accession date is known for 
Shield Jaguar II, although it is clear that he 
reigned into katun 9.18.10.0.0. Bird Jaguar IV, 
who left more documents about his life than 
most other Maya kings, ultimately slipped 
from the grasp of history. 

In supervising the design of architecture and 
sculpture, Bird Jaguar carefully considered its 
position and orientation within the city. Many 
of his ceremonies, also, were held on days that 


paralleled the rituals of his ancestors. These 
facts suggest his extreme concern with actualiz- 
ing ideal order. The political climate of the late 
twentieth century makes us skeptical of claims 
of order and control by rulers, and during the 
era around 750, as more polities claimed divine 
lineage, as a class of artisans and traders arose 
for the first time in Maya history, and as the 
forest was cut down and land laid waste, politi- 
cal harmony was also more of an ideal than a 
real experience. Bird Jaguar referred to none of 
these problems in his official statements. 

The corpus of monumental art he commis- 
sioned also demonstrates his concern with cul- 
tural and political developments in the region. 
When he showed members of other polities, 
they were allies or captives, never competitors. 
His awareness (or that of his artists) of artistic 
events outside Yaxchilan is evident in the high 
degree of borrowing of the costume elements 
and the intellectual achievements established 
in the art, hieroglyphic texts, and architecture 
of other cities. For example, the flapstaff, which 
became identified with royal rituals on summer 
solstice in the Usumacinta region, had appeared 
earlier elsewhere. Also, three-dimensional stat- 
ues such as the stone one in Structure 33, 
while little known today, were probably very 
common in wood at Yaxchilan and elsewhere. 
Bird Jaguar and his artists borrowed the God C 


. loincloth, the GI diadem, the use of the 819- 


day count, and the practice of naming temples 
in their hieroglyphic texts. Little creativity ap- 
pears among their monuments. What Bird Jag- 
uar lacked in creativity he compensated for in 
drive. He must have had enormous energy to 
complete or oversee the completion of so many 
monuments in less than twenty years, but his 
monuments lack the aesthetic impact and vi- 
sual complexity of those done by the Structure 
23 workshop. 

Bird Jaguar was probably an extremely con- 
servative person who was fascinated by the po- 
litical and social control that could be derived 
from modifying the environment. The scope of 
the Structures 33- I- 42 project was as immense 
as that of the Cross Group at Palenque, but it 
was not executed with as sweeping a cosmo- 
logical vision nor as much intellectual depth. 
With the summer and winter solstice axes and 
structures, however, Bird Jaguar succeeded in 
furthering a unique and strong statement of 
identity and supernatural sanction for his lin- 


- eage and for his community. 


157 


The Design of the 
Ceremonial City 


Individualism and 
the Collapse 


Bird Jaguar IV's son, born Chel-te and later 
called Shield Jaguar (II) after his grandfather, 
certainly ruled at Yaxchilan for about thirty- 
five years, from about 9.17.0.0.0 to about 
9.18.15.0.0. From this lengthy reign, only a few 
monuments survive—some stelae placed in 
front of Structures 20 and 44, some lintels at 
the southeastern end of the city, and a hiero- 
glyphic stairway. The stelae and lintels docu- 
mented routine events, such as Period Endings, 
but Hieroglyphic Stairway 5 (Structure 20) told 
of Shield Jaguar II's accelerating battles and cap- 
tures. He recorded that in about three years, 
from 9.18.6.4.19 to 9.18.9.10.10, he captured 
about twenty opponents. Shield Jaguar deliber- 
ately sought an alliance with Bonampak in 
which he waged war on their behalf, and it is 
likely that they reciprocated with military sup- 
port. This strategic alliance is documented by 
a scene of Shield Jaguar capturing an enemy 
of Bonampak, on the central lintel of Chan 
Muan's painted war temple (Lintel 2 of Bonam- 
pak Structure r). (Interestingly, ^lu-bat" phrases 
appear on that lintel, a practice which had not 
been allowed in Yaxchilan for sixty years.) With 
such upheaval in the central Usumacinta, it is 
not unlikely that Shield Jaguar II's stelae are in 
such fragmentary condition because of deliber- 
ate damage. 

That warfare increased markedly toward the 
end of the Classic Period has been generally ac- 
cepted for many years. It is also clear that the 
"mysterious" collapse of Maya civilization was, 
like all civilizational failures, not due to a 
single cause but to many interrelated factors 
that were rooted in the very successes of Late 
Classic social and political stability. Increased 
population engendered environmental stresses 


such as diminishing ability to feed everyone, 
perhaps competition for the most productive 
land, and deforestation due to clearing. In terms 
of the social structure, at the inception of the 
Late Classic, there were likely a small number 
of elites who could in some way legitimize 
their claim to descent from the first ancestor or 
specifically recognized lineages. After several 
generations of growth and prosperity following 
the "hiatus," however, the ratio of descendants 
of the nobility to the non-elite population 
changed. In their synthesis of the Classic Maya 
Collapse conference, Gordon R. Willey and De- 
mitri B. Shimkin postulated this demographic 
shift toward an increasing number and propor- 
tion of noble bureaucrats and craft specialists, 
and perhaps full-time artisans.' The study of 
the hands of artists and scribes outlined here in 
Chapter 2 enables us to estimate the number of 
artists with a little more security and to sug- 
gest that the degree of individualism evidenced 
by the extreme degree of innovation and by the 
autographing of public art signaled a crucial 
shift in the society from acting for the benefit 
of the community toward independent, self- 
conscious behavior. 

The Elegant Knot Artist and Exuberant 
Scribe were individualists who did not suc- 
cumb to pressure to maintain the status quo. 
They broke from tradition by substituting com- 
plex, diagonal compositions for the old com- 
positions based on a central vertical line with 
branching horizontals and diagonals. They in- 
novated poses and themes (while still using the 
same pictorial vocabulary), and they intro- 
duced a fundamental change into art—the 
three-quarter pose. Such a naturalistic pose 
summoned the figure into real space rather 


than being a flattened shape against a void. 
When a figure occupies real space, it is tied to 
real time, not mythical, immortal time. Thus 
the kings, when portrayed as interacting with 
real space by Late Classic artists at Yaxchilan, 
and also at Piedras Negras, Copan, and Naranjo, 
were represented as less divine and more mor- 
tal, while artists claimed immortality for them- 
selves by signing their work. 


If shifts in such a conservative feature of 


Maya civilization as public art were affected by 
the rise of a group of relatively inner-directed 
individuals (with only marginal claims to nobil- 
ity) who claimed that their achievements and 
abilities should earn them higher status, how 
much more so the daily interactions among 
community members must have gradually al- 
tered. If artists were captured or given as trib- 
ute, as suggested by Schele and Miller in refer- 
ence to Piedras Negras Stela 12,” then the rulers 
were less interested in community identity and 
structure and, instead, began to be captivated 
by “foreign” style and by explicit, public state- 
ments of imperialism. If a growing elite pre- 
ferred intersite interaction and opted for indi- 
vidualism over “tradition-direction,” then the 
covenant that wove them in a single fabric 
with all levels of society was broken. In con- 
trast to the Late Preclassic situation, when so- 
cial and economic disequilibrium in society 
was adjusted for with a great sociocultural leap, 
in the Late Classic no organizational alterna- 
tive could be found to substitute for dynastic 
rule. After the collapse of the Jaguar and Skull 
dynasties, a more egalitarian society struggled 
to maintain itself at Yaxchilan, still occupying 
the city. The small temples along the river on 
the southeast side and the re-use of some of the 
carved stone there, as at Palenque, Tikal, and 
elsewhere, are evidence of occupation during 
the last gasps of conservativism in Classic 
Maya civilization. 

After 9.19.0.0.0 (A.D. 810], considerable pop- 
ulation continued to exist in the Petén, but 
the motivation toward complexity and cultural 
achievements had died. Small groups did what 
they could have done at any time during the 
Classic Period—they subsisted without the cul- 
tural benefits of a city. In the beginning of the 
seventeenth century, Spanish friars Esguerra 
and Cipriano found six thousand Chol speakers 
on the Guatemalan side of the Usumacinta, be- 
tween the Rio Cancuen and Yaxha. They gath- 
ered them into towns, and we can only imagine 
how they reacted when the Spaniards tried to 
convince them that a single abstract being with 
no relation to their lineages was the arbiter of 


their fate and would reward them or not in the 
hereafter. Christianity and government with- 
out social structure made no sense to them (in 
J. Eric S. Thompson’s words, town life and the 
restrictions of Christianity “irked” them), and 
they fled into the forests repeatedly. During the 
Classic Period, if the Maya had not seen an ad- 
vantage to city life, they also would have aban- 
doned it, which is what they finally did, after 
great upheaval, and probably after many cries 
for conserving tradition, in the ninth century. 
The Maya preserved those fundamental con- 
cepts of their worldview that were shared by 
most Mesoamerican peoples—in Western 
terms, that energy in the form of sacrificial 
offerings had to be given to natural forces in 
order to receive nature’s bounty; that the an- 
cestors were each family’s guide to behavior 
and link with fate; that the Hero Twins were 
the ancestors’ ancestors and had formed the 
planets and sun, the models for human life. 
They continued to be attached to their hum- 
bler places; they continued to honor their an- 
cestors, and to auto-sacrifice and burn incense 
to honor the mountain ancestral homes, the 
sky, and the earth’s bounty and to appease 
the dangerous crossroads and storms.’ Small 
groups of people maintained their own an- 
cestral temples, feeding their idealized fore- 
bears with incense near Yaxchilan and else- 
where. In 1897, Maler reported that in any area 
where the Spanish “element” had not reached, 
small communities were happy to provide the 
rare visitor with food.‘ 

Their nobility had served to organize them, 
providing a focal point for rituals in which the 
implicit tenets of culture were transformed 
into common sense and the disjunctive aspects 
of society given a forum for development, ex- 
amination, and either incorporation or aban- 
donment. Without the royal ancestors and the 
tools of kingship, the Long Count and the cos- 
mic myths, society had little connection to the 
past, and, lacking a means of sacralizing the en- 
vironment through elite sacrifice and struc- 
tured social interaction, the cities became 
meaningless shells, muddled messages, and 
were abandoned. Yaxchilan was neither dis- 
turbed nor revitalized by the Postclassic Maya, 
because no one successfully became the heir of 
the First Father; no one successfully became 
the axis of the universe. The Maya called La- 
candon were the last to regularly visit Yaxchi- 
lan. Their history is not altogether certain, but 
they seem to have been Chols who were moved 
about by Spaniards, then fled into ever more 
distant areas of the jungle. Until the excava- 
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tions of Yaxchilan began in the 1970s, Lacan- 
don Maya visited the ancient city, laying down 
their weapons and changing clothes to enter 
the holy area, but it was one of many holy 
places of unknown creator gods out in the 
jungle; it was not, by that time, connected di- 
rectly with their history or lineages. The Chols, 
descendants of Pacal and of Shield Jaguar, had 
lost the force around which the cosmos ordered 
itself, their "spiritual food"—the king and his 
ceremonial center. 

In the last several years, the governments of 
Mexico and Guatemala have worked on a pro- 
posal to construct a series of hydroelectric dams 
along the Usumacinta. National Geographic 
devoted a cover story to the problem, specify- 
ing what areas of the ancient Maya world and 
which ceremonial cities would be flooded de- 
pending on where the dams were placed.? There 
are already some dams on the tributaries above 
the Usumacinta, such as the Lacantun, which 
have doubtless damaged archaeologically rich 
but little-explored areas. In 1986 both govern- 
ments claimed that despite the fact that much 
of the survey work had been done, there was no 
initiative to actually begin construction. But 
both nations are interested in using hydroelec- 


tric power to develop this remote area and to 
provide additional power for other parts of their 
countries. While respecting the difficulties 
faced by Mexico and Guatemala— nations that 
wish to embrace the prosperity that has rock- 
eted their utopian neighbor, the United States, 
and the ancestral homeland of their govern- 
ment officials and business leaders, Europe—I 
hope that they recognize that the husks of eco- 
nomic success must have a social heart in 
which all members have a significant and hu- 
mane role. 

This book has only scratched the surface of 
Yaxchilan's history. At none of the Usumacinta 
sites— Yaxchilan, Piedras Negras, El Cayo, La 
Pasadita, Chicozapote, Balancan, and others, 
known and unknown—has serious archaeology 
directed at documenting the Early Classic and 
Late Preclassic periods been done. I hope we, 
the human race, have a chance to piece to- 
gether the ancient Maya civilization—not only 
for its own intrinsic interest, but also as a testi- 
mony to the adaptability and variability of hu- 
man nature. We will need these qualities to 
make the passage from the problems of the 
twentieth century to a tolerable future. 


Public art touched many domains of Maya so- 
ciety, and collectively, art, ritual practices, po- 
litical thought, and the sciences sustained and 
expressed the feelings the Mayas had for life. 
To arrive at a definition for art in Maya culture, 
one must traverse concepts of self, community, 
the cosmos, and the maintenance of tradition, 
and of birth, death, and the afterlife. 

From the viewpoint of the United States in 
the r990's, Maya art seems to allow for very 
little self-expression. However, creativity, like 
art, is not a fixed concept. Achieving fulfilment 
through creative endeavors varies as much as 
cultures do, and as much, perhaps, as a contem- 
porary artist strives to find a new form of ex- 
pression or to interpret new experiences. How, 
then, was creativity expressed in public art at 
Yaxchilan? 

Maya public art expressed conventional be- 
liefs in a relatively systematic format dictated 
by a concept of cosmic order. Its production 
served the needs of the elite and, I suspect, the 
larger populace. A primary function was to pro- 
vide visible, permanent models of human be- 
havior toward the ancestors and the powers of 
the cosmos. The erection of stelae, altars, and 
lintels, which probably accompanied Period 
Endings, created a tempo that periodically fo- 
cused community efforts on the construction 
of art or architecture and the staging of cere- 
monies invoking tradition, current events, cos- 
mic beliefs, and the ancestors. The information 
recorded hieroglyphically on monuments, sur- 
rounding the figures of the kings served as edu- 
cation in history, philosophy, astronomy, and 
comportment. It illustrated much of what was 
considered common knowledge and common 
sense. Art in spaces used for public and private 
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ritual also promoted emotional security by 
providing shared spiritual, ritual, and historical 
experiences. 

Making art was an activity charged with 
spiritual power, one apparently done in a limi- 
nal world separate from the everyday activities 
of the community. As such, I think making art 
was a transformation of materials and super- 
natural energy into a form which, when in- 
voked, had the presence of a supernatural being. 
Titles for artists were ah miats and ah its’, 
“wise ones, sorcerers,” those who made wis- 
dom and tradition manifest. When local artists 
and patrons developed unique monumental im- 
agery, they demonstrated their own contact 
with ancestral and supernatural forces. Innova- 
tion also exhibited local superiority, both in 
quality of execution, and as a way to demon- 
strate that one's rulers and artist-sorcerers had 
superior knowledge of the divine and of the 
world at large. 

Additionally, art may have been a commod- 
ity—certainly fine portable art such as painted 
vases was traded or used for exchange among 
elites in forging relationships with other cities. 

The cosmos— sky, earth, and Underworld, 
bound by the paths of the sun and heavenly 
bodies—and the spirits which controlled rain, 
thunder, fog, earthquakes, disease, animals, 
plant life, and the formation of precious stones 
are primary subjects of Maya art. The other ob- 
vious subjects of Maya art, the members of di- 
vine lineages, were relatively indistinguishable 
actors in the cosmic setting. Although land- 
scape is not a subject in Maya art [the use of a 
stylized tree as a symbol is not the portrayal of 
landscape], I think that the art object was con- 
ceived in relation to the actual landscape or 
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setting in which it would be placed, so that the 
real landscape was perceived as part of the art 
work. 

At times the cosmos and natural forces are 
symbolized by fantastic images, and at other 
times they are not portrayed. However, the 
placement and composition of cities, sculp- 
tures, and paintings reflects the dynamic order 
in which supernaturals and cosmic forces act. 
For example, at the broadest level of Maya de- 
sign, the topographical canvas of the city, a 
"reading order" governed the placement and 
orientation of buildings and monuments. Es- 
tablishing a "reading order" for the imagery in 
the city is the sun in its daily path from the 
split horizon in the east to the mountains in 
the west. On those stelae carved on two sides, 
the earlier events, the captures, are without ex- 
ception on the east side, and the later ones, the 
bloodlettings on Period Endings, on the west. 
Furthermore, closest to the sun's zenith is 
the most potent imagery—the towering head- 
dresses that occupy one-third of the figural area 
of the monuments. Below the feet of the rulers 
on the west side of stelae are the references to 
earth and ancestral territory. 

Attitudes of Post-Columbian Maya people 
continue to reflect the influence of the magic- 
cosmic worldview on the organization of cities. 
They suggest that physically and topographi- 
cally, a Maya city was organized around a highly 
ritually charged central area where the most sa- 
cred, vertical works of art and architecture were 
concentrated. Surrounding the center were the 
lands of the common people, organized by 
some arrangement by clan. The boundaries of 
the city were just inside the last cornfield, 
often near unusual topographical features that 
contained evil or potentially dangerous forces 
or beings, which few people passed. From sa- 
cred mountains, springs, and caves within the 
boundaries of the society's concern, ancestors 
regulated the souls of newborns, the hunting of 
game, the growing of corn, and provided mod- 
els for behavior. 

In the centers of ancient cities, the design of 
public art reflected influences from several 
sources. Although the mechanism for its con- 
sistency is not clearly understood, the "Great 
Tradition," by which I mean the cultural tradi- 
tions shared by the many Maya groups, was in- 
terpreted at every city in the Maya area. Color- 
ing each reinterpretation of the Great Tradition 
was a local reality based on the history of each 
city and royal lineage, the topography, and the 
heavens as seen from the city. The individuals 
affiliated with each Maya city evolved a unique 


manner of expressing these overlapping sets of 
tradition as a form of their own extended self- 
consciousness. Occasionally, as at Palenque, 
the Late Classic artists and patrons stun us 
with their clear, sweeping expressions of the 
Great Tradition based on unknown but defi- 
nitely Early Classic models. 

The repertory of subjects and symbols at 
Yaxchilan suggests that their selection was 
based upon the Great Tradition of the Hero 
Twins shared by all the Central and Southern 
Maya groups, but that the designers deliber- 
ately incorporated locally innovated and "for- 
eign" items to strike a balance between the 
Great Tradition and local history, society, cus- 
toms, and political circumstances. There seem 
to be four degrees of intermeshing Maya tradi- 
tion with local invention: 

(1) In all eras, some culture-wide cosmologi- 
cal and royal symbols were borrowed for use in 
public ritual and art, and used without any 
shift in meaning established by their initial use. 
An example is the appearance of the double- 
headed serpent bar in the hands of the ruler on 
Stela 14, dated 9.4.8.8.15. It had appeared ear- 
lier on Tikal Stelae 29 and 1 and at Calakmul 
on Stela 43, always with matting on the shaft 
and supernaturals emerging from either end. It 
seems to have signaled transformation, sacred 
bloodline, and kingship wherever it was used. 
Other items of regalia which identified the 
king as Maya—such as the beaded collar, the 
ahau belt, the conical helmet or drum-major 
headdress, and high-backed sandals— were also 
used by Yaxchilan kings. 

(2) Designers used culture-wide cosmologi- 
cal symbols but altered them to achieve varia- 
tions of meaning. For example, from the tra- 
dition that began with the Late Preclassic 
sun- Venus skyband on the architectural facade 
at Cerros, and was later a bicephalic staff held 
by some Early Classic rulers in accession por- 
traits, Bird Jaguar III formulated a bicephalic: 
Skyband Monster with two identical heads and 
placed it on a stela, to separate the realm of the 
living king from that of the ancestors who were 
depicted in solar cartouches. The Cerros Sky- 
band Monster had already been adapted for use 
as a hand-held royal emblem, but at Yaxchilan 
it became again a spatial locative, freeing the 
ruler's hands for other activities. 

(3) Innovation of figural postures (the male 
and female bloodletting postures}, elements of 
royal symbolic costume, and monumental sub- 
ject matter occurred at Yaxchilan. In the case of 
the bloodletting postures, the concept symbol- 
ized was a traditional one, but the way in which 


it was depicted monumentally was conceived 
at Yaxchilan. In the case of costume elements, 
newly depicted items of regalia were probably 
adapted from other contexts, such as the ball- 
game or traditional curing ceremonies. The in- 
novation of subject matter for monumental art 
is probably the most radical. The unique scenes 
are those in which Bird Jaguar IV portrayed a 
spectrum of regional elites, and I think they in- 
dicate a major shift in the political stability of 
the area and in the direction of society. 

(4) The combination of shared, adapted, and 
innovated public ritual symbols created an un- 
mistakable local tradition in iconography and 
style. An example is the manner in which acces- 
sion and Period Ending iconography is treated at 
various sites. Gauged by the quantity and qual- 
ity of attention spent on the monumental docu- 
mentation of accession, the proper observance 
of rites that established the covenant between 
the ruler, the populace, and the cosmos was 
paramount in importance to the community. 

At Yaxchilan, Bird Jaguar IV placed the im- 
age of his accession day on a lintel, and proba- 
bly on the stalactite stela. In the Lintel 1 scene, 
he wore a skyband backrack and the drum- 
major headdress, held the God K manikin scep- 
ter, and was accompanied by the mother of his 
son holding a bundle. To establish a link with 
the greater Maya culture, Bird Jaguar used two 
items—the drum-major headdress and a widely 
used symbol of divine descent, the God K man- 
ikin scepter, in their earliest appearance at Yax- 
chilan, but to emphasize his ability to shape 
tradition himself, he invented the image of the 
mother of his heir with a bundle of sacrificial 
instruments. 

The Yaxchilan Period Ending—cosmological 
stelae are another example of the overlapping 
of pan-Maya and local imagery. The culturally 
necessary statement for a Maya Period Ending 
is that the ruler let blood. At other sites, this 
statement frequently appears glyphically, for 
example, with the T710 scattering hand (e.g., 
Aguateca Stela 1). Alternatively, the ruler may 
wear a God C loincloth (e.g., Aguateca Stela 3], 
indicating that his groin is bloody and that his 
sacrifice axially unites the cosmic realms. At 
the Group of the Cross in Palenque, blood is 
shown flowing from an upraised bloodletter, 
but blood does not flow from inserted bloodlet- 
ters. Bloodletting is implied rather than explic- 
itly portrayed. The temple sides of the Yaxchi- 
lan cosmological stelae were innovative in that 
they portray the ceremony in action—a profile 
image of the king directing a flow of liquid 
from his groin into a receptacle. 


The incorporation of historical, locally inno- 
vated imagery into new formats was an active 
aspect of creativity at Yaxchilan. For example, 
the profile bloodletting scene first appears on 
Yaxchilan Stela 27, dated 9.4.0.0.0 and carved 
only on one side. One hundred thirty-six years 
later, that image became part of a two-sided 
composition on Stela 5, combined with a war- 
rior image used earlier on Stela 2. That specific 
two-sided composition—active bloodletting 
and victorious warrior—became a local tradi- 
tion and, I think, a local expression of Maya re- 
ality. The composition was created out of the 
specific history of Yaxchilan, as part of a link of 
present with past actions. 

The mechanisms for communicating the 
Great Tradition and the rites of kingship are not 
yet securely understood, because certainly they 
were ephemeral. It is fairly certain that the 
people of the Central Lowlands were unilingual 
or bilingual, speaking Chol with perhaps some 
Yucatec. Mutual intelligibility plus the lack of 
extreme differences in the environment made 
communication possible throughout the area. 
Within each city, the Great Tradition was per- 
haps achieved through education—in the form 
of frequent community enactment of myths, 
histories, and traditions, along the lines of the 
rituals described by Victoria Reifler Bricker in 
The Indian Christ, The Indian King. Ritual 
maintained the strength of tradition through 
the display and explanation of symbols. Educa- 
tion through public ritual, controlled by a rit- 
ual advisor or teacher, who perhaps conferred 
with others of similar status at other places, 
was likely based in the community. Artists and 
members of the royal lineage probably traveled, 
like the artists of Italy in the sixteenth century, 
assimilating new ideas, seeing new versions of 
iconography, and returning home to revitalize 
aspects of the local tradition. Although it may 
seem outlandish to us, we should also recog- 
nize the powerful influence that communica- 
tions with the ancestors, through dreams and 
deliberate invocation, had on the perpetuation 
of the Great Tradition. 

It was essential to any of the functions of 
Maya public art that it be understood by its au- 
dience. The public monuments are very de- 
tailed and complex and function on several lev- 
els. The largest image, that of the ruler, was 
certainly understood to be the king by all view- 
ers, and surely they grasped the portrayal and 
the significance of bloodletting and capture. 
Did the average person also understand the 
meanings of the headdresses? And who could 
read the hieroglyphs? Even if the subtleties of 


143 


Conclusions: The 
Art of Tradition 


144 


Maya by Design 


the iconography and writing were compre- 
hended widely, was the art formulated accord- 
ing to the whims of the ruler, to portray his 
political prowess and legitimacy in the most 
favorable light? Or was there a covenant of re- 
spect among elite and populace that demanded 
that the activities portrayed on monumental 
art be sincere? Did the art serve the king, the 
gods, or the community? I don't have answers 
to these questions, but I think the answer will 
lie only in a consideration of the role of art in 
the tradition-directed society. 

With respect to the symbols incorporated in 
monumental art, Walter F. Morris, Jr., confided 
in a conversation that he doubted that the an- 
cient Maya really knew the meanings of the 
many symbols that surrounded them. He based 
this opinion on the fact that the weavers in 
Tzotzil communities in which he lived didn't 
really know the meanings of the motifs they 
wove. It does not surprise me that after five 
hundred years of foreign domination the weav- 
ers would not know the details of the Great 
Tradition and its symbols. They had also for- 
gotten how to weave many of the traditional 
patterns, simply because the woven designs did 
not articulate as profoundly with a changing 
society, one in which living Maya carries with 
it the disadvantage of being isolated and alien- 
ated from the enormous centripetal pull of the 
technological world society. However, I dis- 
agree with his extension of lack of familiarity 
with the symbols into the Classic Period, dur- 
ing which the symbolism had not been re- 
pressed for centuries. The Maya's world was 
then a locative one, in which the symbols were 
made under spiritual guidance and were dis- 
played on costumes worn by royalty and com- 
munity members. The meaning of symbols was 
taught to youth through discussing dreams, by 
their participation in ceremonies, and through 
daily interaction. Symbols in art represented 
what any properly put together person could 
not help but think. 

Reading and writing are less likely to have 
been general accomplishments, but we should 
not underestimate the fundamental familiarity 
any person had with the animals, images, and 
concepts employed in writing. The high degree 
of phoneticism and the regularity of the subject 
matter and syntax of written compositions 
make the writing easy to understand today. I 
doubt that everyone was literate, but I would 
guess that the twenty or so scribes writing 
on monuments during Bird Jaguar's time ac- 
counted for a small proportion of those who 
could read. 


If we assume that the royalty commissioned 


architecture and sculpture, then the relation- 


ship between them and the majority of society 
who beheld art is a key to the problem of how 
thoroughly monumental art was understood. 


Most authors approach this problem from the 


point of view that the motivations for personal 
behavior in Maya society were the same as in 
ours. Schele and Miller assume that the king 
maintained an intense degree of self-interest 
and that, toward the goal of establishing politi- 
cal legitimacy, "art communicated the message 
of the king to his subjects . . .”' Cecelia Klein 
criticized their assumption that the bloodlet- 
ting so prominently discussed in The Blood of 
Kings meant the same to the elite as to the 
people, and implied through the criticism that 
the Maya depiction of bloodletting might be 
similar to the Aztec one, which she interprets 
as exploitive? The lower class of Aztecs, she 
said elsewhere, were expected by the elite and 
an elite-conditioned society to offer the ulti- 
mate sacrifice, their lives, while the wealthier 
could make material donations to the gods, sac- 
rifice other people, or only let some blood? The 
Aztec elite enjoyed a materially comfortable 
life as a result of the tribute of foreigners and 
the labor of the lower classes. Klein interpreted 
Aztec royal autosacrifice as a way of expressing 
gratitude for their comfort but even more as 
^... a way of justifying, insuring, and aug- 
menting it."* 

Both approaches, it seems to me, assume 
that Maya societies were more "inner-di- 
rected" than "tradition-directed." In a tradi- 
tion-directed society, the people feel they need 
their rulers—the rulers occupy an essential 
place in the hierarchical order of existence. 
One of the benefits of having a ruler is to have a 
person capable of providing spiritual guidance 
through public ceremony and art as well as 
through the act of linking cosmic levels through 
the flow of royal blood. It was the obligation of 
the ruler to educate and communicate through 
public display, an important aspect of which 
was public art. 

The Maya governed themselves successfully 
while building one of the world's major civiliza- 
tions for over nine hundred years. As in every 
culture, deceit, exploitation, and poverty had to 
exist. Relative to other New World societies, 
however, the Maya were proud, educated people 
who enjoyed the reading of their history and 
the benefits of a community-oriented society 
rich with variety, sciences, art, and literature, 
oral and written. A major aspect of its stability 
was that Maya society was guided fundamen- 


tally by the deeds and teachings of the an- 
cestors, who had established the right ways to 
do things a very long time ago. 

At Yaxchilan, the process of creating the 
ceremonial city we know today was achieved 
by Bird Jaguar IV. As art, the individual monu- 
ments he commissioned are not strong sculp- 
tural statements. However, his grasp of the 
power of city design was impressive. The aes- 
thetic and symbolic effect of the whole was 
greater than that of the individual parts. From 
an individual lintel or stela one cannot deduce 
that the sun determined reading order, that the 
kings faced the sunrise, or that genealogical 
documentation appears on buildings facing the 
winter solstice sunrise. In designing art for the 
city, he responded to many situations. First, 
he had to consider the historical and formal 
value of the existing art and architecture. Also, 
I suspect that after being selected as king from 
among several contenders from the Skull and 
Jaguar families, he inherited an increasingly as- 
sertive middle class. Pressures on the food- 
production system by the local nobility and 
aggressive activities throughout the region in- 
fluenced his personal vision of the proper form 
for the ceremonial center. His strategy for main- 
taining tradition was to knit the structures and 
art together into an overarching astrological 
and cosmological scheme. In the face of radical 
social change, he emphasized tradition. He de- 
cided to show that the ancestors and the Palen- 


que Triad were the paradigms of human behav- 
ior, that worldly status had a cosmic basis, and 
that the ceremonial center, as the environment 
for human ritual behavior, was an approxima- 
tion of cosmic order. Public art was a means for 
educating and organizing society to support the 
community and the monarchy, but its efficacy 
rested not on the symbols but on the fact that 
the individual recognized the community’s 
needs and benefits as primary. 

The tendency to do things the way that they 
have always been done by the ancestors is a 
strong force for conservatism in a Maya com- 
munity, but it does not mean that individuals 
do not enjoy creative pleasure. The participa- 
tion required in cycles of public and private rit- 
ual and the duties of the individual within the 
immediate and extended family provide a vari- 
ety of roles for an individual within the com- 
munity. The worth of individuals in a Maya 
community is defined by how well they have 
fulfilled the various roles available to them. 
Like an actor, whether king or commoner, how 
well one plays the roles gives one esteem as an 
individual. Ritual roles are transformational, 
and family and community roles are sacred. 
This intimacy with the divine gives the indi- 
vidual political and spiritual power. Freedom of 
expression is not in creating a new form of art 
or a new solution to a problem, but in enliven- 
ing the ancient with one's touch. 
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“Yaxchilan Fantasy,” 
© 1992 by Stuart 


Gentling. 
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Below: Structure 33, 
rear. Author photos. 


Left: View of Step I 
from entrance to 
Structure 44. 


Below: Aerial view 
of Structures 41, 40, 
and 39. Author 
photos. 


"Fresco Yaxchilan” 
(recreation of mural 
in Structure 40), 

© 1992 by Scott 
Gentling. Does not 
include green nose 
fret. 


Above left: Stela 3, 
temple side. 


Above right: Mural 
in Structure 40. 


Below: Structure 20 
overlooks southeast 
end of Main Plaza. 
Stela 3 stands at left; 
Stelae 5, 6, and 7 lie 


under protective 
sheets. Author 
photos. 


Above: Structure 6. 


Right: Structure 21, 
interior. Author 
photos. 


Lintel 


Above left: 
15, photo © 1985 by 
Justin Kerr. 
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Lintel 


16, photo © 1985 by 


Justin Kerr. 
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Main plaza. 
Author photo. 
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Part Two 
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Definition of Areas 


The system of nomenclature for buildings and 
areas of Yaxchilan which I found most useful 
is one based on Teobert Maler's enumeration 
(1903: 114). He devised the numbering scheme 
for stelae, lintels, and structures that is still in 
use (although new monuments and buildings 
were discovered by Sylvanus G. Morley and 
other members of the Fourteenth Central Amer- 
ican Expedition [Morley 1931] and discussed by 
Morley [1937 —1938, vol. 2, illustrated in vol. 5], 
and by INAH archaeologist Roberto García 
Moll lexplorations and consolidation, 1963— 
1987]). John Bolles’ map made during the Car- 
negie Institution's Yaxchilan expedition in 1931 
and published in Morley 1937—1938 has been 
the foundation for the ones published subse- 
quently by Ian Graham (1977) and Berthold 
Riese (1977). 

In my work at Yaxchilan, I have used the fol- 
lowing terms to refer to buildings and areas: 

River side structures are those that flank the 
river or are within the Main Plaza: 4, 5, 6, 7, 8, 
9, IO, II, I2, 13, 14, 15, 16, I7, 66, 67, 68, 74, 
80, 8I. 

First terrace structures are those situated on 
the partially artificial platform that defines the 
south and west sides of the Main Plaza: 2, 3, 69, 
7O, I, 71, 72, 82, 83, I8, I9, 78, 31, 32, 77, 75, 
79, 20, 21, 73, 22, 23, 24. 

Second terrace structures sit atop a natural 
hill whose edges have been faced with stone, 
overlooking the western portion of the Main 
Plaza: 25, 26, 27, 28, 29, 30. 

Central Acropolis: 33, 34, 35, 36, 37, 38. 

South Acropolis: 39, 40, 41. 

West Acropolis: 42, 43, 44, 45, 46, 47, 48, 49, 
50, 5I, 52, 87. 

Northwest Group: 84, 85, 86. 

Southeast Group: 53, 54, 55, 56, 57, 58, 59, 
60, 61, 62, 63, 64, 65, 88. 


Descriptions 


This section has several functions. First, it 
serves as a record of how the site appeared in 
1986, after much clearing and some consolida- 
tion and excavation. It is hoped that a new map 
will be published soon in conjunction with the 
INAH project, a map that will indicate much- 
needed revisions in the plans, dimensions, and 
locations of structures. Perhaps that map will 
also be accompanied by a description that in- 
cludes data from the excavations. If no such de- 
scription is forthcoming, then this one will be 
helpful to those studying Yaxchilan. 

Second, a number of observations concern- 
ing the order of construction of buildings, pla- 
zas, and platforms at the site were made when 
collecting the data for this section. Those dis- 
coveries are described here, and interpreted in 
the historical section pertaining to the con- 
struction of each area. 

Third, the arguments for specific reconstruc- 


tions of original location or content of eroded 


monuments are presented here. 

The buildings described here are those which 
are associated with sculpture, or having stand- 
ing walls, or have been excavated. Those struc- 
tures about which nothing could be added to 
Maler's description are omitted. I have made 
thorough measurements of the few buildings 
for which I have drawn plans. This was under- 
taken when I thought I might be able to learn 
something about the function or dating of a 
puzzling building. Other dimensions have been 
taken from Maler or Morley and are so noted. 

In the descriptions that follow, orientation is 
given in degrees east of magnetic north. 

The "construction completion date" is the 
earliest possible Period Ending by which a 
given architectural-sculptural ensemble could 
have been completed. 

In Maya dates, parentheses enclose informa- 
tion reconstructed from existing calendric data: 
Long Counts calculated from stated Calendar 
Rounds and vice versa. Square brackets enclose 
dates implied by context: for example, if the 
date of a r-katun anniversary of accession is 
known, we can deduce the date of the accession. 
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44. 


Structure r, plan by 
Maler (1903 : 115) 
and Lintels 5—8, 
drawings by Graham 


(1979:21, 23, 25, 27]. 


Structure I 
(Lintels 5, 6, 7, 8, and Maler's Cave) 


Dimensions: unknown. 
Orientation: 345 (map); 335 (compass). 


Discovery: Maler, 1897 or 1900. 


The area around Structure 1 has been cleared of 
attached vegetation and trees, but it is at pres- 
ent unconsolidated. Traces of lower walls are 
visible, but the vaults have fallen. The rear of 
the structure has caved in, and where Maler 
postulated a central transverse wall in the rear 
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chamber, there is now a large pit about 3 m 
wide. I could not ascertain the cause of this de- 
pression, except that it is artificial. 

Structure 1 overlooks the southeast end of 
the Main Plaza from a terrace approximately 
3 m above the plaza level. Its terrace was shaped 
from a natural esplanade at the foot of a tall hill. 
I explored this steep hill in 1985 and found no 
further traces of building activity on its north- 
ern slope. Structure I is situated at the entrance 
to the long valley which leads to the South 
Acropolis. Along the center of the valley are 
many carved stone objects, some circular altars, 
some metates, and some stone basins. Branch- 
ing off the trail, now used for hunting small 
game and for site vigilance by the guards, about 
40 m before the ascent to Structure 41, is a steep 


Lintel 8 
Lintel 6 


escarpment on the southeast side of the valley 
which, when followed south, leads to a single- 
chambered cave. The cave is approximately ro 
by rom and composed of jagged, toothlike lime- 
stone chunks. A few undecorated potsherds and 
worked obsidian chips were seen here. 


MONUMENTS 


Dimensions (from Graham 1977) 


MW HSc WSc MTh Rel 
Lintelg 0.84m 0.73m 0o.90m 0o.40m o.3cm 
Lintel6 o.88m 0.79m 0o.89m Oo.31m o.3cm 
Lintel7 0o.89m 075m 0o9om 0o.37m o.8cm 
Lintel8 o.99m 0.87m 078m 0.30m o.3cm 


rom 


Lintel 7 


Lintels 5—8 (see Figure 44) were excavated and 
photographed by Maler (1903:115). All four 
were pulled out from the structure for record- 
ing. Three are grouped in front, and Lintel 8 is 
on the east side. They have been roofed with 
lamina, but it slips off its framework, and each 
lintel is quite covered with plant growth. Maler 
noted no trace of color on any Structure 1 lintel. 


Dates and Protagonists 


Lintel 5 (9.16.1.2.0) 12 Ahau 8 Yaxkin 
Lintel 6 (9.16.1.8.6) 8 Cimi r4 Mac 
Lintel 7 (9.16.1.8.8] Io Lamat 16 Mac 
Lintel 8 (9.16.4.1.1] 7 Imix 14 Zec 


aJ] have reconstructed the identity of this woman 
based on the normal distribution of Bird Jaguar's fe- 
male companions (Tate 1985). 


Morley (1937— 1938 :414) dated these lintels at 
9.10.0.0.0 on stylistic grounds. Tatiana Pros- 
kouriakoff (1964: 186] correctly recognized the 
name of the protagonist as the Bird Jaguar who 
reigned in katun 9.16.0.0.0. 


Construction Completion Date: 9.16.6.0.0. 


ISI 


Structure I 


BJIV, LAI 
BJIV, CoM 
BJIV, Lady Ix? 
BJIV, CoM 
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Structure 5, Lintel 9. 


Drawing by Graham 
(1977 : 29). 


Structure 2 
(Lintel 9) 


Dimensions, Exterior: 22.7 by 7.5 m. 


In r9oo Maler investigated a pile of rubbish 
which he considered to be the remains of a 
small temple, and found remains of a frieze 
once painted bright red and a carved lintel 
(1903: 118). The building has not been consoli- 
dated and is surrounded by heavy vegetation. 

Structure 2 faces almost directly north, over- 
looking the southeast end of the Main Plaza 
from a terrace which I suspect was built late in 
the history of the site. 
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Dimensions (from Graham 1977) 


MW HSc WSc MTh Rel 


Lo o77m o98m 066m  o36m 
Lintel 9 (Figure 45) was discovered in 1900 as 
Maler and his crew excavated in front of the 
structure. At that time it spanned the ruined 
entrance (Maler 1903:118). Maler extricated 
the lintel from the rubble and left it in front of 
the structure. At that time he reported that al- 
though it had been protected by debris, there 
was no trace of paint on the lintel. In 1964 the 
lintel was removed to MNAH, where it is cur- 


rently on display. 
Date and Protagonists 
Lg (9.16.17.6.12] 


Morley dated the lintel on the basis of style at 
9.12.I12.2.12 (1937—1938:437). Proskouriakoff 
recognized the name of Bird Jaguar IV and as- 
signed the date to the only possible position in 
the known reign of that king, 9.16.17.6.12. She 
noted, "The date 1 Eb o Mol (written 'comple- 
tion of Yaxkin’) is probably 9.16.17.6.12 . . ." 
(1964: 190). If the lintel was dedicated on the 
subsequent Period Ending, the dedication date 
was 9.17.0.0.0. The scribes must have opted to 
preserve the tradition of using the month name 
Yaxkin in association with the flapstaff event. 
The Julian equivalent of the date is 16 June 
768, the closest they could get to summer sol- 
stice without moving into the month of Mol. 


Construction Completion Date: 9.17.0.0.0. 
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IEb End of Yaxkin  BJIV, Lord GS 


Stela 30 


Stela 30 (Figure 46) is associated with an un- 
numbered mound just east of Structure 2. This 
fragment of a stela was found by Ulises de la 
Cruz, the first guardian of Yaxchilan, in 1934, 
having been re-used as a metate. Morley pub- 
lished a report of it in 1937—1938 (55; Fig. 80]. 
He gave the measurements as 56 cm long, 30 
cm wide, and 12.5 cm thick, and reported that 
the back and sides were plain. I have never seen 
this piece and must rely on Morley's account. 
He thought that the sculptural quality was in- 
ferior to that of Stela 8, a fragment showing a 
similar figure in a cartouche. Neither is dated. 
Both are the upper portions of cosmological- 
Period Ending stelae. 
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Stela 30 


Stela 30, found on a 
small mound near 
Structure 2. Drawing 
by Peter Mathews. 


54 Structure 3 Two lintels were found fallen from the door- 
ways of the structure when Maler excavated it 
TheSiteand ts (Lintel ro) in 1897. No traces of paint were found. Lintel 
Monuments IO (Figure 47] was in good condition, a small 
fragment broken off the upper right corner of 
Dimensions, Exterior: approx. 4 by 2.5 m. the stone. The other lintel, unnumbered, had 
fallen with the sculpted side exposed. Lintel 1o 
Orientation: 24 (map). No standing, cleared is propped up in front of Structure 3 and cov- 
walls. ered with a lamina roof. 
In 1897 Maler noticed a small pile of rocks Dates and Protagonist 
gripped by trees and thought that the small Lintel 1o 
quantity of stones indicated that the structure  Arz-A2 — (9.18.17.12. 6} 7 Cimii4Zip  MKSIII 
must have been roofed with perishable materi- |^ C8-D8 (9.18.17.13.10? 5 Oc? 18 Zotz  MKSIII 
als. Nevertheless, he succeeded in uncovering Es (9.18.17.13.14)  91Ix 2 Zec MKSIII 
two lintels, X completely eroded (1903 120]. Lintel 10 is the latest-dated lintel at the site; so 
Today the building is cleared and resembles . d onde "eR dd 
asmall platform because the approximately Mu o HM DT E 4 : 
as Morley supposed (1937— 1938: 393], but to a 
2.5 m high walls contain much rubble. disse lit i 
| issolving political system reflected in a deca 
dent style. Hermann Beyer (1935) correctly iden- 
elm tified the dates as katun 18. Linda Schele, Peter 
Mathews, and Floyd G. Lounsbury (1977) noted 
i the presence of a parentage statement of a king 
Dimensions (from Graham 1977) whose father was Shield Jaguar II and whose 
MW  HSc  WSc MTh Rel mother was Lady Bloodletter, thereby securing 
the late date. 
Lintel ro 0.77 m 0.98 m o.66 m 0.36 m r.1 cm 
» Construction Completion Date: 9.19.0.0.0. 


Structure 3, Lintel 
10. Drawing by 
Graham (1977: 31). 


A B C 


e 


ED = 


Exe t M E 
m ELATI 


D E E 


QD, 


FoI 


Structure 5 
(Hieroglyphic Stairway 1) 


Orientation: 2ro (map). 


Structure 5 is a long, low platform paralleling 
the axis of the Main Plaza on the southeast 
end. The southeastern end of the plaza is bor- 
dered by three similar platforms: Structures 4, 
5, and 8. No trace of a masonry superstructure 
has been found on top. To the rear of the build- 
ing is a narrow esplanade and then a steep de- 
scent to the river. 


MONUMENT 


Hieroglyphic Stairway 1 is composed of 188 in- 
dividual blocks, of which the risers are carved. 


Dimensions (from Graham 1982: 141) 


Length Step I I3.55 m 
Steps II- VI I3.75— 13.90 m 
Width Step I Platform not measured 
Step II 0.65 m 
Step III 0.65 m 
Step IV o.80m 
Step V I.oom 
Step VI 0.90 m 


Maler first described this stairway, calling it 
"the most magnificent one I have ever seen" 
(1903: 122], but did not measure it nor enumer- 
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ate the steps. The members of the Fourteenth 
Central American Expedition were observing 
the carved stair risers when Karl Ruppert began 
to excavate and uncovered steps V and VI (Mor- 
ley 1937—1938:435]. The steps are now cleaned 
occasionally with brushes to free them from 
the mold which quickly grows on the blocks, 
all of which lie fully exposed to the elements. 
The glyphs are extremely difficult to read, even 
with a good light. 


Dates and Protagonists 


Morley attempted to decipher only the first 
date of the lengthy inscription. He thought 
that the best possibilities were either 7 Imix 14 
Zotz or 7 Kan 12 Zotz (Morley 1937-1938: 
435—436}. Berthold Riese has made an attempt 
at decipherment of some of the dates (1977: 
80—81) Several of the combinations of day 
names and month coefficients he suggested are 
impossible; in particular, at I-15 he reads 4 
Cimi 18 Zip, an impossible combination, as is 
I Ahau 7 Xul at VI-4. It is difficult to decipher 
the eroded dates with assurance, but some 
names and event glyphs are legible. 

Reading order begins at the upper left with 
Step I (see Figure 48) and proceeds across and 
down. The first identifiable name glyph ap- 


Hieroglyphic Stairway 1 
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66 67 68 69 70 7I 72 73 


29 30 3I 32 33 34 35 36 
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48. 


Structure 5, Hiero- 


` glyphic Stairway I, 


plan and Steps I and 
II. Drawings by 
Graham (1982: 141, 


143, 145]. 
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Step II 
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Structure 5, Hiero- 
glyphic Stairway 1, 
Steps III and IV. 
Drawings by 
Graham (1982:147, 
149). 


50. 


Structure 5, Hiero- 
glyphic Stairway 1, 
Steps V and VI. 
Drawings by 
Graham (1982:151, 
153). 
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pears on Step I at Glyph Block 45 and names 
someone of the Jaguar family. The verb which 
precedes it is a chum wan "seating" verb. But 
the date given, 7 ? 14 ? (day and month names 
eroded|, does not correspond to a known acces- 
sion date at Yaxchilan. At least four other “seat- 
ing" verbs can be seen on Steps I and II. Several 
Yaxchilan Emblem Glyphs and illegible dates 
can be seen among the glyphs. At Glyph 52 ap- 
pears a clear Bird Jaguar name. No entirely legi- 
ble names appear until Step VI (Figure 50], 
where at Block 75 is the name of Bird Jaguar IV 
with his Ah Kal Bac title. Therefore it appears 
that the events recorded begin in the life of an 
early Jaguar and continue into the reign of Bird 
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Step V 


Jaguar IV. It seems that this is the only known 
list of accession of the entire dynasty, compiled 
by Bird Jaguar IV, but it is unfortunately eroded. 

Sixteen cartouches, larger in format than the 
usual glyph blocks, are distributed irregularly 
among the glyphs. Some, such as those on Step 
II, are decorated around the perimeter and seem 
to have had portrait busts within them. Graham 
(1982: 141] says that they seem to have been 
carved over the original glyphs. Intriguingly, 
Bird Jaguar IV was likely the sixteenth king of 
Yaxchilan. 

Because the text is severely eroded, the 
construction completion date cannot be deter- 
mined. 


23 24 25 26 27 28 29 30 31 


38 39 41 42 


46. 47 48 49 


| 
| 
| 
8 59 60 61 62 63 


33 


Step VI 


Structure 6 
(Full Figure Glyph Throne) 


Dimensions, Exterior 


Length, 11.46 m; width, 8.29 m; height with- 
out superstructure, 5 m; height of remaining 
superstructure, 4 m; upper story vault, 1.46 m 
wide at base. 


Dimensions, Interior 


North chamber, 8.90 by 1.04 m; doorways, 
1.25 m, 1.70 m, 1.25 m. South chamber, 9.10 by 
1.92 m; walled-up entrances, 1.40 m, 1.70 m, 
1.40 m. Entrance from south to central cham- 
ber, 1.90 m. Central chamber, 8.64 by 1.17 m. 


Orientation: 27 (compass). 


Alfred P. Maudslay included Structure 6 on his 
map (1889—1902:2:P1.78) but did not name it. 
The reader is referred to Maler’s excellent and 
interesting description (1903:122—125). Re- 
cent excavations, undertaken by INAH in 1976, 
have encountered the levels of the plaza floor 
and provide new insight into Structure 6, as 
does a careful examination of the frieze orna- 
mentation. García Moll of INAH reported find- 


ing large quantities of Lacandon ceramics in 
Structure 6 (García Moll and Juárez Cossío 
1986:158]. 

Structure 6 is situated on what is now the 
riverbank. Maler suggested that perhaps much 
of the ancient site of Yaxchilan has been washed 
away by the river (1903: 114). Perhaps a lower 
terrace of structures, including the area around 
the Masonry Pier, was once built up. However, 
a stairway leads from about 5 m below the plaza 
level up to the area northeast of Structures 6 
and 7, and in ancient times someone entering 
there would have passed between these two 
structures as a gateway to the city. 

Structure 6 was designed to service both the 
Main Plaza and the river areas. A shallow room 
with three wide doorways spanned with 
wooden lintels opens onto the river vista [see 
Figure 52). Another vaulted chamber once faced 
the Main Plaza, and an opening in its rear wall 
led to a central chamber. The three plaza side 
doors were walled up in ancient times, and 
80cm by approximately 2 m apertures were 
punched out of the lateral walls of the South 
Chamber. Maler attributed the closure of the 
southern entrances to a structural problem— 
the obvious weight of an immense, nearly solid, 
double-walled vaulted roofcomb necessitated 
additional support (ibid.). But an examination 
of the front doorways shows that the stones do 
not quite fill the spaces. The walled-up sections 
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Structure 6 


51. 


Structure 6, south 


side. Photo O r99r 
by Lee Clockman. 
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Structure 6, north 
side. Photo © Lee 
Clockman. 


53. 


Structure 6, detail of 
stucco and stone 
decoration on frieze, 
with roofcomb 
above. Photo © 1991 
by Lee Clockman. 


of the doorways are not supporting anything. 
Itis truly amazing that the 80 cm openings 
knocked out of each side of the front chamber 
did not cause the collapse of the temple. 
Structure 6 was explored and consolidated 
by INAH in 1976. The explorations revealed a 
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platform 60 cm high and about 1.5 m wide on 
the plaza side of the building, abutting on the 
walled-up doorways. The level of the ground is 
60 cm lower on the north and northwest side of 
the structure than in front of the structure. The 
transition occurs in the form of a steplike drop 
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Structure 6 


54. 


Structure 6: a, relief 
panel from right side 
of frieze on the 
southeastern facade, 
author drawing; 

b, section, and c, 
plan, both by Maler 


(1903: 123]. 
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at the northwest corner of the building. Piles of 


cut rocks there indicate the presence of a nar- 


row stairway in ancient times. 

Sometime after the construction of Struc- 
tures 6, 7, and 8, the plaza level was raised 
about 0.60 m. Evidence of this modification 
was also found by INAH in excavations around 
the Stela 3 platform. The excavators discovered 
a new Stela fragment (Stela 33; see Structure 20 
description) and an earlier plaza level beneath 
the stela (Ramón Carrasco V., personal commu- 
nication, 1986]. Structure 8 was constructed 
around 9.16.10.0.0 by Bird Jaguar IV. Certainly 
Shield Jaguar II raised the level of the southeast 
part of the Main Plaza to create a separate plaza 
in front of his most important building, Struc- 
ture 20. He was also responsible for the place- 
ment of Stela 5, probably originally located in 
front of Structure 6, in the center of the Struc- 
ture 20 plaza. 


Frieze decoration 


High-relief stone and stucco mask panels deco- 
rated the frieze on all four facades of Structure 
6. Three supernatural masks were centered 
over the doorways on the front and rear facades 
of the structure, while two masks recessed 
from the outer plane of the frieze were set on 
each side. Maler called these "serpent faces" 
(1903:123). Of the three masks on the plaza 
side frieze, the two lateral ones are recessed, 
formed by three-sided stucco cartouches, and 
the central one projects approximately 30 cm 
from the plane of the frieze. The central projec- 
tion is now mostly rubble, but seems to have 
once consisted of a face with a projecting snout. 
It is possible that the front frieze was a single 
large monster face, with the two side masks set 
into stucco eyes and the three doors serving as 
the monster's mouth, as seen in sites in the 
Chenes area. More likely, they were simply 
three masks, two inset and one projecting. 

At present there remains enough of only one 
of the supernatural face panels to make a judg- 


ment about their original form (see Figures 53, 


544). This one mask is the rightmost of the 
three on the facade facing the southeast Main 
Plaza. It contains several features characteris- 
tic of Late Preclassic Maya and Olmec art: 
"flame eyebrows"; a cleft form between the 
eyebrows; a large, cleft, squared oval forming 
the lips with a downturned opening between 
them. The eyes are almond-shaped human eyes 
encased in larger ovals. Standard Maya features 
are the large earspools with oval pendants and 


two sets of volutes, one above the earspools and 
one emanating from the upper part of the head. 
The stucco frame of the mask is in the form of 
a Maya supernatural under-eye line, with a se- 
ries of symmetrically distributed volutes and 
curvilinear forms below. The face is about 45 
cm square, and a deeper, recessed area sepa- 
rates it from the cartouche, adding the illusion 
of greater depth to the relief. 


Construction Completion Date 


I suspect that the structure was constructed in 
the Early Classic era of Yaxchilan, before the ap- 
parent hiatus of 9.5.0.0.0—9.9.10.0.0. It could 
be assigned to the reign of Ruler 10, Mah K'ina 
Skull II (a. 9.4.11.8.16]. 


MONUMENT: FULL FIGURE GLYPH 
THRONE 


Dimensions: approx. 0.90 m wide, 1.60 m 
long, and 0.45 m high. 


In the late 1970's a throne was excavated by 
Don Patterson of INAH, from the platform 
built to close the entrances to Structure 6 when 
the plaza was remodeled (Patterson, personal 
communication, September 1984}. Patterson 
drew the four fragments he found, and Ramón 
Carrasco V. made a drawing of one additional 
fragment. Preliminary drawings have also been 
made by Ian Graham. 

The throne broke into two large pieces 
roughly o.75 by o.90 m across the top, with 
many smaller chunks. It is now buried in its 
original location. 

The throne appears to have been carved along 
the vertical perimeter on all four sides. Though 
much of the inscription is damaged, the pres- 
ence of nine glyph blocks can be reconstructed 
for the two long edges. Probably four or five 
glyphs were carved on the shorter faces, though 
I have not seen drawings of these sections. Rem- 
nants of glyph blocks also appear on the legs of 
the throne, which taper from top to bottom. Of 
the surviving glyphs, every one is full-figured. 
Some glyphs are clear: the name of Bird Jaguar, 
two 4 Katun Ahau titles, and a Sky God title 
phrase. This suggests that the protagonist is 
Bird Jaguar III. A G6 of the Supplementary Se- 
ries suggests the date of the throne may be 
9.1I.I6.10.13, the completion of two katuns as 
Ahau for Bird Jaguar III. 


Structure 7 


Dimensions, Exterior: 10.50 by 8.08 m. 
Dimensions, Interior 


Chamber on plaza side, 6.47 by 1.68 m. Walls 
approx. o.90 m thick. Wide doorways spanned 
by wooden lintels. 


Orientation: 50 (compass). 


First published by Maudslay (1889—1902 : 2 : PI. 
78) as an unnamed mound adjacent to House A 
(Structure 6), Structure 7 was explored and con- 
solidated by INAH in 1976 (García Moll and 
Juárez Cossío 1986:155]. It is composed of two 
parallel vaulted chambers, interconnecting by 
means of an opening on the eastern end of the 
interior wall (discovered by INAH). On the ex- 
terior wall of each chamber are three doorways. 
One facade faces the river and the other, the 
plaza. The roof is mostly fallen; it is still stand- 
ing on the northwest corner of the structure. 
On that side a hint of the original exterior dec- 
oration can be seen: like Structure 6, it had re- 
cessed supernatural mask panels in the frieze 
area. Unlike Structure 6, the exterior was not 
painted red, but a creamy white. 

On the interior, a low bench is nestled in the 
northwest edge of the southern chamber. A 
partial wall or bench appears in the southeast 
portion of the central wall, forming a window 
between the two chambers. The vaults were de- 
signed in three successive overhangs of stone, 
plastered over to give a slightly stepped effect. 

The missing wooden lintels provide the op- 
portunity to observe a construction practice 
used here. A finished layer of stucco was ap- 
plied to the tops of the piers and to the walls at 
the level of the lintels before the lintels were 
set. It will be interesting to see if excavation re- 
veals any offerings set into the masonry below 
the lintels. 

Structural similarities to Structure 6, such 
as wide doorways and massively thick walls, 
suggest that this was built before 9.12.0.0.0. 

Structure 7 overlooks the river and has en- 
trances facing the Main Plaza as well. Its impor- 
tance was later obscured by the construction of 
Structure 8. Maler (1903:125) provides an ex- 
cellent description of this elegant building. 


Structure 6 
(Wall Panel) 


Situated transverse to the axis of the Main 
Plaza, Structure 8 is a long, low mound that di- 
vides the central from the southeastern portion 
of the plaza. A stairway faces northwest, di- 
rectly overlooking Stela 1. Flanking the stair- 
way are recessed areas on the vertical plane. A 
fragmentary wall panel was found here several 
years ago by INAH. It was carved with a hiero- 
glyphic inscription that consists of the end of a 
nominal phrase of Shield Jaguar, another clause, 
and a "child of the mother" Lady Ik Skull 
phrase. The tablet once referred to Bird Jaguar 
IV as the offspring of this couple. Thus Struc- 
ture 8 probably was built by Bird Jaguar IV to 
emphasize and extend the axis created by Struc- 
ture 33 and the Grand Stairway. 
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Structure 8 
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55. 


Structure 9, Stela 27. 
Author drawing 
from the monument, 
inked by Constance 
Cortez. 


Structure 9 
(Stela 27) 


Dense growth inhibits investigation of the re- 
mains of Structure 9. Maler reported traces of a 
building with three entrances and perhaps two 
parallel chambers. He also found a section of a 
column carved in alternating diamonds of high 
and low relief (1903: 40). Ruppert reported two 
circular altars associated with this structure 
(Morley 1937-1938: 354}. I cannot confirm the 
presence of the column section. 


MONUMENT: STELA 27 


Dimensions (from Morley 1937— 1938 : 364) 


Sides 
L W Th Carved 
Stela 27 1.5 m 0.86 m I9 cm I? 


A small stela (Stela 27; see Figure 55) was dis- 
covered by Ruppert in 1931, lying with the 
carved side down, having fallen across a plain 
circular altar (Morley 1937—1938:354). It is 
now lying on its side, propped up with sticks 
and partially covered by a piece of corrugated 
plastic, on the ruined stairway in front of Struc- 
ture 9. 


Date and Protagonist 


Stela 27 9.4.0.0.0 (13 Ahau 18 Yax] KEJ 
Morley called Stela 27 “the earliest contempo- 
raneous monument in the Usumacinta Valley” 
(1937—1938: 364]. It no longer has this distinc- 
tion, as some panels from the Bonampak area 
have been found, one dating 9.3.3.16.4. There 
are some early references to a ruler named Knot 
Eye Jaguar from Yaxchilan and Piedras Negras 
at about this time. The date 1 Cauac 7 Yaxkin 
appears on Lintel 37 of Structure r2 associated 
with this ruler. The syntax of the clause is struc- 
tured so that the Lintel 37 Calendar Round must 
precede 9.4.11.8.16, so the position of the date 
in the Long Count must be 9.3.13.12.19. On 
Piedras Negras Lintel 12, the date 9.3.19.12.12 
is also associated with a Knot Eye Jaguar of 
Yaxchilan (Morley 1937— 1938: Plates 119c and 
27a]. Thus, even though the name of the pro- 
tagonist has eroded from Stela 27, it is provi- 
sionally associated with Knot Eye Jaguar I. 


Structure IO 
(Lintels 29, 30, 31) 


Dimensions, Exterior: approx. 16.79 
by 4.11 m. 


Dimensions, Interior Northwest chamber, 
7.14 by 2.57 m. Southeast chamber, 4.39 by 
2.54 m. 


Orientation: 220 (map). 


Approximate plans of Structure ro have been 
drawn by Maler (1903: 129} and Morley (1937— 
1938:589). 

The building is situated on a terrace elevated 
approximately 3 m above the level of the Main 
Plaza. It is composed of two chambers, side by 


side, of unequal size. Along the back wall of the 
northwest chamber is a low bench or shelf. 
Two vertical buttresses form a niche along this 
wall. The northwest chamber has three en- 
trances; the southeast chamber, two. At this 
time, three carved lintels are distributed with 
Lintel 39 in the central doorway into the north- 
west chamber, and Lintels 30 and 31 over the 
entrances to the southeast chamber. 

Structure ro was modified by the Maya after 
its initial construction. The easternmost en- 
trance was partially walled up, making it into 
awindow. Structure r3 was constructed at 
close to a right angle from the western side of 
the building. The doorway at the west end of 
Structure 10 was narrowed during the process 
of adding a new wing. The vaults of Structure 
IO have now fallen. The building was cleared 
and consolidated by INAH in 1979. During the 
consolidation, García Moll determined that 
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Structure IO 


56. 


Structure ro, with 
Structures 13 and 
part of 74, showing 
location of Lintels 
29—33 and 50. Au- 
thor photo. 


Struct 
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Structure 74 must have been built first, fol- 
lowed by Structure ro, Structure 13, and later 
modifications (García Moll and Juárez Cossío 


~ < 


Lintels 29 and 31 were in situ during the visits 
of Maudslay and Maler. Maudslay reported that 
Lintel 30 was in situ, but it had fallen by Ma- 


Monuments 1986:83). ler's visit of 1897. Lintels 29 and 31 also even- 
Structures ro and 13 and the L-shaped ter- tually fell from the structure, probably due to 
race upon which they were built overlap Struc- the action of a large cedar tree on the western 
ture 74 (Figure 56) and must be later construc- end of the building (Graham 1979: 67). In 1977, 
tions than 11, 12, and 74. The eastern end of Graham located Lintel 29 among the debris 
Structure 10 clearly abuts Structure 74. The  libid.). All three lintels are currently restored to 
masonry wall of Structure ro partially rests on their original locations by INAH, although one 
the east end of 74. The doorways of Structure temporarily was set over one of the doorways of 
74 are on a floor 1.50 m lower than that of Structure 12. 
Structure Io. 
MONUMENTS 
57. Dimensions (from Graham 1979) 
Structure Io, plan by | ] 
Maler (1903: 129] | MW HSc WSc MTh Re 
and Lintels 29— 31, Lintel 29 0.76 m 0.60 m 0.86 m O.41m 0.5 cm 
drawings by Graham Lintel 30 1.04 m o.89 m 0.82 m 0.28 m 0.5 cm 
(1979:67, 69,71). Lintel 31 1.08 m 0.95 m o.81m 0.36 m 0.3 cm 
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Lintel 29 


Lintel 30 


` Dates and Protagonist 165 
The inscriptions on these three purely glyphic Structure 10 
lintels (see Figure 57) form a continuous 
statement. 
Lintel 29 9.13.17.12.10 8 Oc plus lunar data 
Lintel 30 — 1.I7 DN 
(9.13.16.10.13} 1 Ben 1 Ch’en, the 819-day-count station prior to the Initial Series 
[9.13.17.12.10] I3 Yax Birth of BJIV 
+ 2. 3. 5.10 DN 
(9.16. I. o. o] 11 Ahau 8 Zec Accession of BJIV 
Lintel 31 + I2. 0. O DN 
(9.16.13. o. o] 2 Ahau 8 Uo BJIV 
+ 7.0.0 DN 
(9.17. O. o. O} 13 Ahau 18 Cumhu BJIV implied 
Construction Completion Date: 9.17.0.0.0. 
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Lintel 31 
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58. 


Structure 11 at right, 
Structure 74 at left, 
and small plaza in 
between. Photo © 
1991 by Lee 
Clockman. 


59. 
Structure 11, Lintel 


56. Drawing by 
Graham (1979: 121). 


Structure II 
(Lintel 56) 


Dimensions: approx. 5 by 15 m. 


Orientation: 213 (map). 


Designated House C by Maudslay, Structure 11 
is placed behind the other structures lining the 
Main Plaza, off a small, private courtyard (Fig- 
ure 58). Three entrances face the courtyard at 
the rear of Structures 10 and 74, and at one 
time two or three other rooms opened toward 


the river. The exterior walls facing the river 
have almost entirely fallen, though the floor of 
these rooms can be seen, as well as a small stair 
leading up to their level. At an early date, a 
doorway connected the two parts of the struc- 
ture on the eastern end of the common wall, 
but it was closed during Maya times. All the 
vaults have fallen. The structure has been 
cleared and consolidated by INAH. Uncarved 
lintel stones have been reset over the three 
entrances. 


MONUMENT 


Lintel 56 is carved on the front edge only. 


Dimensions (from Graham 1979: 121) 167 


MW HSc WSc MTh Rel Structure II 


Lintel 56 080m 027m I57m 0.38m 0.9 cm 


Lintel 56 is associated with the central door- 
way of Structure 11. In 1886, Maudslay sent 
members of a woodcutting firm, the López 
brothers, to Yaxchilan to obtain some monu- 
ments for the British Museum. They appar- 
ently did not have, or did not follow, specific di- 
rections about which monuments to take. The 
sculptured front edge was sawed off this lintel 
by Gorgonio López and sent to Coban to be 
shipped to England. Due to some error, it was 
sent instead to the Museum für Volkerkunde in 
Berlin, and Maudslay allowed it to remain there. 
Fortunately, a cast was made and sent to the 
British Museum, for the lintel was destroyed by 
bombing in World War II. Graham stated that a 
shaft of a sawed-off lintel which fit the dimen- 
sions of Lintel 56 was located off the northeast 
side of Structure 74 (1979: 121). The shaft Gra- 
ham noticed is probably the one now over the 
central doorway of the structure. 


Date and Protagonist 


Lintel 56 9.I5.6.19.1? 7 Imix 19 Zip “Fire” event (house dedication)? by a woman 
u cab SJ 


4Impossible date; see discussion below. 
bSee Schele 1987: 135—136; 1989:39. 


The date of Lintel 56 (Figure 59) is in question 
due to a scribal error. The Long Count and the 
Calendar Round do not correspond. If the Cal- 
endar Round is correct, which is likely since 
many of the monument dedications occurred 
on Imix days, the corresponding Long Count is 
9.15.6.13.1. The Lord of the Night is correct for 
this date. The recorded Long Count, 9.15.6.19.1, 
is impossible, since the greatest possible coeffi- 
cient for the uinals position is 17. 

The female protagonist's identity is not clear. 
The event is of the type Lady Xoc would per- 
form (a house-dedication event), and the date is 
within her lifetime, but the name phrase is not 
her normal one. This is the only time this 
woman is mentioned in the records of Yax- 
chilan. The text records the dedication of the 
building. 


Construction Completion Date: 9.15.7.0.0. 
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60. 


At left, small build- 
ing is Structure 12. 
At right, west side of 
Structure 13, with 
remains of construc- 
tion between the 
two buildings. Photo 
O 1991 by Lee 
Clockman. 


61. 


Structure 12, west 
side (facing winter 
solstice sunrise}, 
with Structure 16 in 
the middle ground 
and the platform of 
Structure 18 in the 
distance. The New 
Lintel (Lintel 60) of 
Structure 12 is on 
the right rear corner 
of that building. Lin- 
tels 37 and 36 are 
also in situ. Photo € 
1991 by Lee 
Clockman. 


Dimensions, Interior 


Structure I2 


(Lintels 34, 35, 36, 37, 47, 48, 49, and 60) Front chamber, 12.30 by 1.17 m. Rear cham- 
bers, 8.40 by 2.31 m and 3.30 by 2.34 m. 


Dimensions, Exterior: 5.40 by 13.50 m. 


* ang ee d 


Orientation: 118 (compass). 


Maudslay named this building House D and 
found two carved lintels. He described the 
building as “wholly ruined" (1889—1902:2: 
44). Maler reported that he was able to enter 
the front chamber of the structure through one 
of the four doorways he found; he discovered 
two more carved lintels. The Fourteenth Cen- 
tral American Expedition excavated along the 
line of the facade to the northeast and located 
three more lintels. Standing walls of this and 
the surrounding structures were excavated and 
consolidated by the INAH in January 1984. In 
addition to the discovery of a new lintel, the 
excavations revealed the ruins of a great deal of 
construction in this area. 

The approach to Structure 12 is now be- 
tween the terrace of Structure 13 and the south- 
east wall of constructions associated with the 
ballcourt. One steps up a few feet on successive 
levels and passes the bases of thin masonry 
walls before reaching the small plaza in front of 
Structure 12. So the platform upon which Struc- 
ture 12 rests is slightly higher than the level of 
the Main Plaza. At the north side of this sub- 
plaza, a stairway of eight steps rises to the level 
of the Structures 10—13 terrace. This stairway 
overlaps part of Structure r2, and the small 
constructions at the entrance to this court 
were built onto the Structure 13 terrace. At 
least in this small area, the order of construc- 
tion was Structure 12, then Structure 13 ter- 
race, then the small rooms southeast of Struc- 
ture I2. 

Structure I2 is composed of two parallel 
vaults. The front vault spanned one long cham- 
ber. In the northern end of the room is a long, 
low bench about r.20 by 2.40 m. A step of 
0.28m leads to the rear vault, which was di- 
vided into three chambers, a long one 6.93 by 
2.28 m, a small “closet” in the center which 
opens onto the large chamber, and a smaller 
room about 3.30 by 2.10 m with a 1.20 by 2.10m 
bench in the corner opposite the door, which 
led south to the side of the building. Maler sus- 
pected that burial chambers would be found be- 
yond the front chamber of this structure, and 
the publication of the excavations may reveal 
what the nature of the structure is. 


MONUMENTS 


Dimensions (from Graham 1979; Lintel 6o 
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Structure I2 


Rel 


O.4 cm 
O.4 cm 
0.6 cm 
0.6 cm 
0.3 cm 
0.7 cm 
O.7 cm 
0.4 cm 


Measured by Author) 
MW HSc WSc MTh 

Lintel 60 0.60 m 0.97m  osim 0.23 Mm 
Lintel 49 0.66 m 0.97 m 0.55 m 0.25 m 
Lintel 37 0.70 m 0.93 mM 0.57m unknown 
Lintel 35 0.63 m? 0.97 m 0.57 M unknown 
Lintel 36 0.65 m 0.99m 0.56m 0.24 M 
Lintel 48 0.67 m 0.98 m O.55 m 0.23 m 
Lintel 47 0.68 m 0.97m  ossm 0.25 m 
Lintel 34 0.65 m unknown 0.55 m? É 

?'Trimmed. 

b Approximate. 


cNot measured. 


All lintels are purely glyphic except for Lintel 
36, upon which a standing frontal figure hold- 
ing a stiff ceremonial bar can be discerned. 


Discovery and Condition 
Discoverer Condition Location 
Lintel 60 INAH Whole, good In situ 
Lintel 49 Ruppert Chipped Unknown to me 
Lintel 37 Maudslay Whole, good In situ 
Lintel 35 Maudslay Sawn, good British Museum 
Lintel 36 Maler Whole, eroded In situ 
Lintel 48 Ruppert 3 pieces, one missing — MNAH 
Lintel 47 T. de la Cruz 2 pieces, good MNAH 
Lintel 34 Maler Many pieces Unknown to me 


All lintels except 36 showed traces of red paint 
(Morley 1937—1938: 367). Very little remains 
today. 


Dates and Protagonists 


Lintel 60 None recorded 

Lintel 49 None recorded 

Lintel 37 (9.3.13.12.19] I Cauac 7 Yaxkin 
Lintel 35 (9.5. 2.10. 6) I Cimi 14 Muan 
Lintel 36 Figural; glyphs eroded 

Lintel 48 9.4. 8.11.16 2 Cib 

Lintel 47 Lunar data I9 Pax 
Lintel 34 None recorded 


As can be seen by the list of protagonists, the 
glyphs on these eight lintels compose a continu- 
ous inscription by Ruler ro, recording nine gen- 
erations of ancestral rulers, then his own acces- 
sion date and parentage statement. 

Without archaeological data (such as the 
dates of associated ceramics, or information 
about what lies under the floor of Structure 12 


Rulers 1—4 

Rulers 5(missing)—7 
Rulers 8 and 9 
Ruler ro (MKSII) 
Ruler ro? 


Ruler ro 
Ruler ro and parents 
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62. 


Structure 12 lintels. 
New Lintel (60] 
drawn by author, 
Lintels 34—37 and 
47—49 by Graham 
(1979:77, 79, 81, 83, 
103, IO5, 107). 
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Lintel 35 


and its plaza), the attribution of the construc- 
tion of Structure 12 remains speculative. The 
problem remains much as Morley described 
it (1937-1938: 365-366]. The lintels are un- 
doubtedly early. Continuing studies of the style 
of carving on Yaxchilan monuments show that 
attempts to reproduce styles from an earlier era 
by Bird Jaguar IV’s artists resulted in a “hand- 
writing” recognizably different from the style 
in which all Structure 12 lintels were executed. 
However, architecturally, Structure 12 does not 
seem contemporary to the reign of Ruler ro. 
Other structures at Yaxchilan known to pre- 
date the Late Classic (such as Structures 6 and 
41] are constructed with much more massive 
masonry than Structure 12. Other examples of 


Early Classic architecture are surely buried be- 
neath present structures at the site. I could 
accept that the architect of the building in- 
novated the design of a structure with many 
entranceways that would accommodate the 
large amount of information Ruler 10 wished 
to present on the carved lintels, but find it dis- 
turbing that Structure 22, which is closest in 
design and proportion to Structure 12, was de- 
signed or remodeled about 9.16.2.0.0. Either 
Structures 12 and 22 are contemporary and 
early (ca. 9.5.0.0.0], or Structure 22 design was 
inspired by the earlier Structure 12, or Bird Jag- 
uar IV designed both buildings specifically to 
house the antique lintels that recorded the his- 
tory of his ancestors. 
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Structure 13 
(Lintels 32, 33, 50) 


Dimensions, Maximum Exterior: 11.25 by 
4.70 m. 


Orientation: 118 (compass). 


Structure 13 is situated on an L-shaped terrace 
2.5 m above plaza level (see Figures 56, 60, and 
63). An additional platform of 0.75 m supports 
the structure. The transversal position of Struc- 
ture 13 in the Main Plaza forms a northwestern 
boundary to the central portion of the plaza, 
with Structure 8 acting as the southeast edge. 
The height of the Structure r3 platform blocks 
Structure 12 from view from the floor of the 
Main Plaza and from the lower portion of the 
stairs of Structure 33 as well. Structures 13, 74, 
9, and 8 form the walls of the Stela 1 courtyard. 

Structure r3 appears to have been built in 
two phases, the later one partially inside the 
earlier one. The rear wall is 11.23 m long, and 
the length of the chamber is 7.70 m. The origi- 
nal structure was a single vaulted chamber en- 
tered by three openings facing 118 degrees. One 
alteration to the building consisted of adding 
masonry to the interior of the structure, pre- 
sumably to support walls in danger of falling. 


Three thick buttresses were added to the rear 
wall, in the corners and the center. A support 
1.06 m thick was added behind the piers defin- 
ing the entranceways. Lintel 50, surely a very 
late monument, may have been placed over the 
southern doorway when the structure was but- 
tressed. The other major modification was the 
formation of a passageway between the inte- 
riors of Structures 13 and ro. Masonry was 
added to the south wall of Structure ro where it 
faces Structure 13 and to Structure 13's north 
side as well. This masonry supported a narrow 
vaulted passage where once the passage had 
been wider and open to the sky. An opening 
knocked into the north wall of Structure 13 led 
through the passageway to the previously ex- 
isting northwest doorway of Structure ro. 

Most of the vault has fallen save that sup- 
ported by the side walls. Stubs of a roofcomb 
can be seen in the corner of the building. The 
roof was finished in a typical Yaxchilan man- 
sard shape, with an upper and lower cornice 
and projecting stone and stucco sculpture dis- 
tributed symmetrically at the corners, above 
doorways, and in the interstices. Fragments of 
the stucco masks on the southern corners can 
be seen. Structure r3 was excavated and con- 
solidated by INAH in 1979 (García Moll and 
Juárez Cossío r986:158], and Lintel 50 was 
placed over its doorway. 
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Structure 13, at left, 
had three lintels, 
two of which were 
summer solstice 
commemorations. 
Adjoining it are 
Structure ro, which 
contains the latest 
set of lintels com- 
missioned by Bird 
Jaguar IV, and Struc- 
ture 74. Photo © 
1991 by Lee 
Clockman. 
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The Siteand its Dimensions (from Graham 1979) 


Monuments 
MW HSc WSc MTh Rel 
Lintel 50 o.68m 0.58m o.59m 0.23m 0.3 cm 
Lintel 32 059M 0.53m 081m 027m 0.5 cm 
Lintel 33 0.71 m o.61 m o.81 m 0.32 m 0.9 cm 
Lintel 5o was discovered by Ruppert in 1931 in 
front of Structure 13. It is now in situ. Lintels 
32 and 33 were discovered by Maler (1903: 132) 
in the debris in front of the building. He noted 
much bright red paint on Lintel 33, but none 
on Lintel 32. These two lintels were taken in 
1964 to MNAH, where they remain. 
Dates and Protagonists 
Lintel 50 None recorded MKSIII 
Lintel 32 (9.13.17.15.13] 7? Ben 16 Mac SJ, LIS 
T Lintel 33 (9.15.16. I. 6] 5 Cimi 19 Yaxkin  BJIV 


———————————— ?Erroneous; should be 6. 
Structure 13, plan by 
Sylvanus G. Morley [ suspect that Lintel 50 dates to the reign of 
(1937-1938:395] Mah K'ina Skull III for several reasons. It is exe- 
and Lintels 50, 32, f . i 
and 33, drawings by CUted with a careless lack of attention to detail 
Graham (1979:73, and the canons of form and symbolism typical 


75,109). only of late monuments of Yaxchilan. The lack 
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of a date is typical of other late monuments, 
such as Lintels 55, 57, and 58. This evidence 
places its execution later than 9.17.5.0.0. Fur- 
thermore, a skull glyph is prominent in the 
nominal phrase. The only known ruler with a 
skull glyph in his name at this era was Mah 
K'ina Skull III. 

The interpretation of the erroneous Calendar 
Round on Lintel 32 was provided by Proskouri- 
akoff (1963:164). This lintel was definitely 
carved much later than the date commemo- 
rated, which may account for the error in the 
recording of the Calendar Round 7 Ben 16 Mac 
when 6 Ben 16 Mac must have been intended. 
My studies of costumes and headgear depicted 
at Yaxchilan have shown that Shield Jaguar 
never had himself portrayed with Lady Ik Skull, 
never was depicted wearing the drum-major 
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headdress in monuments he commissioned, 
and likewise never held the God K manikin 
scepter. His costume and headdress and the 
God K scepter were conventions of the reign of 
Bird Jaguar IV. Bird Jaguar IV had this lintel 
carved to commemorate the real or fictitious 
presence of his mother at an important cere- 
mony performed during a stationary conjunc- 
tion of Jupiter and Saturn, a ceremony in which 
Lady Xoc was the co-protagonist with Shield 
Jaguar (Tate 1985c]. 

Bird Jaguar IV is clearly named on Lintel 33, 
and 9.15.16.1.6 is the only possible position 
of 5 Cimi 19 Yaxkin during his lifetime. Mor- 
ley (1937—1938:415) assigned the Calendar 
Round 5 Cimi r9 Yaxkin to the Long Count 
9.10.IO.II.I6 for stylistic reasons. However, 
the lintel was carved after 9.16.4.1.1, the date 
of the capture of Jeweled Skull, as Bird Jaguar 
IV carries the Captor of Jeweled Skull title 
here. 


Construction Completion Date 


The earliest possible date for the original struc- 
ture, including Lintels 32 and 33, is 9.16.5.0.0. 
It was probably conceived as part of the modi- 
fications to the Main Plaza and dedicated on 
9.16.10.0.0. The later modifications and Lintel 
50 may date to around 9.19.0.0.0. 
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Structure r4, the 
ballcourt. Photo © 
1991 by Lee 
Clockman. 


Structure 14 
(Ballcourt Markers a—e) 


Dimensions, Exterior: 42.85 by 18.42 m; 
playing field (flat area between two 
platforms), 18.41 by 3.76 m. 


Orientation: 118—122 (walls sagging) 
(compass). 


The ballcourt is situated in a large open area on 
the northern side of the Main Plaza (Figure 65). 
The entire construction consists of two stepped 
plattorms about 2.40 m tall at their summits. 
These platforms are about 13.80 by 18.00 m 
each. The structures are located so that the 
short sides of the platform (perpendicular to 
the playing area) are oriented at 118—122 de- 
grees east of north. The long facades are ori- 
ented at 25—28 degrees east of north. A stair- 
way 9.90 m wide of nine steps averaging 0.79 m 
wide and 0.25 m high leads from the northwest 


side of the ballcourt to the top of the northern 
platform. On the southern platform, later con- 
structions of small rooms (now roofless) make 
it unclear whether a symmetrically situated 
staircase was built on the southeast side. 


MONUMENTS 


Five sculptured, circular disks were found on 
the floor and platforms of the ballcourt by Rup- 
pert in 1931 (Figures 66, 67). They are approxi- 
mately the same size—66 cm in diameter and 
46 cm high. All were set into the court so that 
their upper surfaces were flush with the plaster 
paving. From the meager remains of relief, it 
can be seen that each disk shows a cross-legged 
figure seated on a monster-head throne. En- 
circling each figure is a type of celestial car- 
touche—an ancestor cartouche in one case 
(Figure 67b; also shown in Figure 66], a sky- 
band cartouche in another (Figure 67 gr Mark- 
ers c and d are eroded. 


Dates and Protagonists 


No dates are visible on the markers. Only one 
of the protagonists can be identified: Shield Jag- 
uar is portrayed with a 5 Katun Ahau title on 
disk a. As is discussed in Chapter 3, this is 
probably a posthumous portrait. 
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66. 


Structure 14, the 
ballcourt: marker, 
author drawing from 
monument; plan and 
section by Morley 
(1937—1938:597]. 
This marker (Mor- 
ley's marker b) has 
been moved and is 
not at a on plan. 
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Structure 14, ball- 
court markers a-e. 
Photos by Morley 
(1937—1938:Pl. 
116a—- d), Pl. 178A 

d. (Photo shows both 
top and bottom of 
marker c, which 
broke into two 
pieces.] 


Structure I6 
(Lintels 38, 39, 40) 


Dimensions, Exterior: 18.42 by 8.61 m. 
Orientation: 118 (compass). 


Structure 16 is situated transverse to the axis of 
the Main Plaza, near the riverbank, and below 
the steps to Structure r8 (see Figure 6r). A large 
courtyard lies between it and Structure 14, de- 
fined on the north by the long, low, uncleared 
Structure 15, which Maler supposed might be 
chambers (1903:124]. A low platform about 
15 m long separates the area directly in front of 
Structure 16 from the rest of the plaza. 

The INAH excavations of 1981 revealed the 
true dimensions of this building. Structure 16 
was built in at least two phases. The ear- 
lier construction is composed of two parallel 
vaulted chambers, the rear chamber subdivided 
into three small compartments. Three door- 
ways lead from the plaza into the front cham- 
ber of the first phase. Over these three en- 
trances were set lintels carved on their front 
edges only. The later construction uses the 
northern wall of the structure. Two more cham- 
bers were added on the north side. One opens 
onto the front facade, and the rear chamber 
opens onto the north side. A doorway was 
opened between this later chamber and the 
northeast rear chamber of the original struc- 
ture, and was blocked later. In the front cham- 
ber of the earlier structure, a narrow bench was 
built against the central wall of the structure 
on the south side. A wider, irregularly shaped 
bench occupies part of the space between the 
two entrances leading from the front to the rear 
vault. The central interior door leads to the 
central rear chamber, which has a large bench, 
and the right interior door leads to the right 
rear chamber, which also has a large bench, but 
the left, or southern, rear chamber has no ac- 
cess door at all. The rear chambers would have 
been convenient as apartments, and perhaps 
the chamber with no outlet held burials. 


MONUMENTS 


Dimensions (from Graham 1979) 


MW HSc WSc MTh Rel 
L38 007m 026M 1.26m 0.32m 0.7 cm 
L39 0.98m 025m 122m 032m 0.8cm 
L40 0.95m 0oa3sm 1.26m 0.32m O.5 cm 


Lintel 40 was discovered in situ by Maler in 
1897. On his next visit to Yaxchilan, he exca- 
vated in the mound on the line corresponding 
to the facade and found Lintels 38 and 39. Lin- 
tel 39 was taken to MNAH in 1964 but was 
brought back to the site in 1984 and placed over 
the central doorway (García Moll and Juárez 
Cossío 1986: 159]. Lintels 38 and 40 have been 
restored to their original positions. Traces of 
red paint were reported on the glyphic portions 
of Lintels 38 and 39 by Maler (1903: 135]. Paint 
is still faintly visible. | 


Dates and Protagonists 


L 38 (9.16.12.5.14] 3 Ix 7; Mol LAI 
L 39 (9.15.10.0. I] 4 Imix 4 Mol BJIV 
L 40 (9.16. 7.0. 0] I3 Ahau 18 Zip Lady Ix 


Lintel 38 was dated 9.15.6.17.8 3 Lamat 6 Mol 
by Morley (1937—1938:509). Ian Graham's 
drawing shows the Calendar Round as 3 Ix 
7 Mol, and having compared the drawing to the 
monument, I agree with this rendering. Schele 
(1982: 197) placed the Calendar Round within 
the reign of Bird Jaguar IV, which is unques- 
tionably correct. 

Because Bird Jaguar IV is the protagonist of 
Lintel 39, the Calendar Round 4 Imix 4 Mol can 
only refer to the important date 9.15.10.0.1, 
five days after he performed a summer sol- 
stice/flapstaff event with his father, the event 
that was commemorated on Stela rr. 

Of Lintel 4o, Morley declared, "The only de- 
cipherable glyphs are at Ar—Br, which surely 
record 11, 12, or 13 Ahau 18 Pop, Uo or Zip" 
(1937—1938:509]. Because he associated the 
Lintel 39 Calendar Round with 9.15.10.0.0, ba- 
sically for stylistic reasons, he tried to find a 
Long Count date for one of the nine positions 
he suggested for Lintel 40 that was closest to 
9.15.10.0.0 (ibid: 512]. Looking at the day co- 
efficient on the actual monument, he decided 
that it was more likely 12 than 13 because the 
middle of the three dots is slightly longer than 
the top and bottom ones. He did not consider 
that the same is true of the month coefficient, 
which he stated is 18. His favored reading was 
(9.15.6.12.0) 12 Ahau 18 Uo. 

Proskouriakoff thought that since the im- 
ages (royalty holding double-headed serpent- 
God K bars) were like ancestor portraits on 
stelae, the images could be posthumous. She 
did not want to attempt to assign Long Count 
dates until she understood the T712 “hand- 
fish" glyph better. Of course, she showed in 
1973 that the verb referred to bloodletting and 
does not have a posthumous significance. Two 
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Structure 16, Lintels 
38—40. Drawings by 
Graham (1979:85, 
87, 89). 


posthumous events are recorded at Yaxchilan, 
one on Lintel 28 and one on Stela rr, and they 
incorporate a different verb. Schele (1982 : 175] 
gave the date 9.15.15.6.0, which corresponds to 
I2 Ahau 18 Ceh. I do not understand the ra- 
tionale for reading the crossed-bands month 
glyph as Ceh. | 

I carefully checked the monument, and as- 
sert that the day coefficient is 12 or 13, and the 
month glyph contains crossed bands with a Zip 
identifier. We thus have two possibilities for 
the date during the reign of Bird Jaguar IV: 
(9.16.19.3.0) 12 Ahau 18 Zip, or (9.16.7.0.0) 


I3 Ahau r8 Zip. Of these two dates, the latter 
seems more likely because it is a tun anniver- 
sary of Bird Jaguar IV's accession, it is nine so- 
lar years minus one day since the death of Lady 
Xoc, and it is close to the date of Lintel 38. The 
anniversary events of Structure 16 are discussed 
in the section on the theme of the double- 
headed serpent in Chapter 4. 


Construction Completion Date 


The earliest possible date for the early phase of 
the structure is 9.16.13.0.0. 


Structure I7 


Dimensions, Exterior: approx. 4 by 8 m. 
Orientation: 207 (map). 


A small building, recently cleared, Structure 17 
has one short doorway that leads into a cham- 
ber just big enough for a person or two to stand. 
Benches flank the hallway, and the arrange- 
ment seems to require that any occupants sit 
upon the benches, facing each other. 


179 


Structure 17 


180 


The Site and Its 
Monuments 


69. 


` Base of Structure 18, 
a pyramidal con- 
struction at the 
northwest end of the 
Main Plaza. Photo © 
1991 by Lee 
Clockman. 


Structure 16 
(Stela 8; Painted Stucco Panels) 


Dimensions, Exterior: approx. 30 by 36 m. 
Orientation: 118 (compass). 


Beyond Structure 16, to the northwest, rises a 
low ramp that leads up to a broad plaza sur- 
rounded on three sides by structures. Closing 
the northwest end of the Main Plaza is a stepped 
platform 5 m tall which apparently never sup- 
ported a masonry-roofed structure. Distributed 
in front of the three structures are circular al- 
tars, four large ones and three small ones in 
front of the northeast building and a large one 
in front of Structure 77 on the southwest side 
of the Structure 18 plaza. The terrace upon 
which these three structures are situated over- 
laps the northwest corner of Structure 19 and, 
in fact, covers the lower chambers of the Laby- 
rinth and eventually abuts the foot of the hill 
leading to the West Acropolis. The Structure 18 
plaza, the associated terrace, and the three 
structures 18, 77, and 78 were excavated in late 
1984 by INAH. 

Structure 18 appears to have had five pyra- 
midal terraces. The lower three form a broad 
platform. The center third of the platform is 


occupied by two more terraces. A stairway al- 
most as wide as the upper body leads up the 
three lower terraces to the top. On each side of 
the stairway are buttress-like constructions 
projecting from the main body of the terrace. 
The surfaces facing the plaza contain broad, 
flat vertical panels like the tableros of Teoti- 
huacan architecture. The projections function 
as transitional planes between the necessary 
projection of the stairway and the rectangular 
body of the pyramidal terraces. Additionally, 
they provide a flat, emphasized plane for apply- 
ing decoration or information. One of these ta- 
bleros was reported to show traces of a white 
stucco surface painted with red hieroglyphs, 
one of which García Moll judged to be the 
name of Shield Jaguar. This area has been re- 
buried by the INAH. 


MONUMENTS 


Dimensions: Stela 8 fragment, 72 cm wide 
(Maler 19053 : 136). 


At the top of Structure 18, Maler found the 
upper right corner of a stela, which he num- 
bered 8 (Figure 71). It shows a bust of a female 
within a lunar ancestor cartouche, plus four 
glyphs which name a 4 Katun Ahau. Because all 
the other stelae which have ancestor cartouches 


in the upper registers have a cosmogram format 
which included a scene of royal bloodletting, I 
will assume in this study that Stela 8 was a 
triple-register cosmogram. Maler searched for 
the other pieces of this stela without success. 
However, recent archaeology may have uncov- 
ered the main portion of it. In 1984 another 
stela fragment was found by García Moll dur- 
ing the process of clearing the structure. 


Date and Protagonist 


On Stela 8 no date is recorded. The brief glyphic 
phrase records a 4 Katun Ahau, possibly as an 
ancestor. This gives three possibilities: that the 
upper portion of the stela refers to Bird Jaguar 
III (the only known ruler who died a 4 Katun 
Ahau) as the father of Shield Jaguar in a par- 
entage statement; that the stela was commis- 
sioned by Bird Jaguar III and those are his titles; 
or that Shield Jaguar built this stela before 
9.14.15.0.0, when he became a 5 Katun Ahau, 
and that is his title phrase. This gives a possible 
span of 9.11.0.0.0—9.14.15.0.0 for this frag- 
ment, and probably for Structure 18 as well. 
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Typical condition of 
altars—these are on 
the platform in front 
of Structures 18 and 
78. Photo © 1991 by 
Lee Clockman. 


VS 
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Structure 18, upper 
fragment of Stela 8. 
Author drawing after 
photo by Morley 
(1937-1938: Pl. 
100b). 


% Structure I 9 | Structure 19 was Maudslay's House H. In 1886, 
Désiré Charnay camped there. Also called the 
TheSiteand Its (Altar 1) Labyrinth, Structure 19 closes off the north- 
Monuments west corner of the Main Plaza. At the present 
time, the passage through its dark corridors, up 

Dimensions, Exterior: modified L shape 19.80 a narrow, pitch-black stairway, and under its 


by 8.66 m and 24.19 by 8.41 m. step-vaulted lintels is the dramatic transition 
from the visitor's own world into the ancient 
Orientation: 118 (compass). ruins of Yaxchilan. Structure 19 is composed of 
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Structure 19, plan 
compiled and drawn 
by author and sec- 
tion by Maler 


(1903 : 137]. 
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nine vaulted chambers connected by sixteen 
vaulted passageways situated on three levels. 
The two lower levels are practically subterra- 
nean. Their dark, bat-filled hallways and square, 
cross-vaulted rooms were filled with stone 
rubble in ancient times. These were excavated 
early in the INAH project, and only a portion of 
them, the southernmost, were discovered by 
Maler and appear on his plan (1903:137). 
Maudslay also made a plan of this unique struc- 
ture (1889— 1902 : 23: Pl. 77). 

The upper level faces the Main Plaza [Figure 
76). The four front doors all face precisely 118 
degrees. The facade is unusual in that it is 
asymmetrical and may have originally been 
built that way. Between the doors, door-sized 
niches, now empty, create the impression of 
seven openings rather than four. Above the 
doors, the frieze has an upper and lower cor- 
nice. The ancient architect was faced with the 
problem of trying to create a symmetrical ar- 
rangement of frieze sculpture (for all ornament 
on Yaxchilan friezes seems to have been sym- 
metrically distributed) which would harmo- 
nize with the asymmetrically spaced entrances 
below. Over the three western entrances are 
three semi-quatrefoil shapes that form thrones 
for tenoned sculpture. Over the lower niches 
were frieze niches of similar size. The quatre- 
foil over the third doorway was skewed to the 
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Large chamber on 
the southeast side of 
Structure 19. At left 
are the doorways of 
the facade facing the 
Main Plaza. The 
small doorway at 
right leads to an in- 
terior chamber. The 
bench in the center 
and the one at the 
far end, which has a 
large niche adjoining 
it to the right, are 
where Maler and Dé- 
siré Charnay stayed 
during their visits. 
Photo © 1991 by Lee 
Clockman. 


74. 


View of the niches 
containing benches 
on the north side of 
the labyrinth. Next 
to the benches are 
corridors leading 
into the interior 
hallways. Note the 
roofcomb at left; it 
is over the main part 
of Structure 19. 
Photo © 1991 by Lee 
Clockman. 


184 right to begin to compensate for the larger dis- 
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Corbeled niches and 
benches adjoining 
the north entrance 
to Structure r9. 
Photo © 1991 by Lee 
Clockman. 


76. 


Southeast facade of 
Structure 19. Altars 
2, I, and an unnum- 
bered one are placed 
in front. Photo © 
1991 by Lee 
Clockman. 


throne and sculpture filled the space between 
the previous frieze niche and the one above the 
eastern door. 

Three of the trapezoidal doors open into a 
chamber 12.30 by 1.78 m. Immediately behind 
the center of the three entrances, along the rear 
wall of the chamber, is a wide T-shaped bench 
2.92 by r.o2 m at its largest points. On the 
southwest end of this chamber is a large, two- 
level L-shaped bench 4.47 by 2.49 m. On the 
opposite side of this chamber is the entrance- 
way into the room also reached by the eastern- 
most front door of the building. 

Returning to the main front chamber, other 
peculiar features are encountered. Continuing 
in the 118-degree line from the westernmost 
entrance, a narrow stairway 0.83 m wide and 
6.27 m long leads down eight steps under a tri- 
ple-stepped vault constructed in the manner of 
the vault over the staircase on the interior of 
the Temple of the Inscriptions at Palenque. Just 
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to the right of the stairway, off the main front 
chamber, is a bench inset into the wall, its rec- 
tangular shape parallel to the stairway. Imme- 
diately to the right of the central throne in the 
main chamber a small hallway leads back into 
a small, vaulted chamber with benches on the 
east and west sides. Off the east end of the main 
chamber is a large niche filled entirely with 
a bench. 

The western front entrance leads to a cham- 
ber whose longest walls run 118 degrees. At the 
far end, half of the width of the narrow room is 
occupied by a bench. Another bench is set into 
the masonry at the northeast corner of the 
room. A curtain wall separates the open bench 
from a stairway situated parallel to the façade 
of the structure. Seven steps descend under 
athree-level stepped corbel. Descending the 
staircase, one makes a right turn at the bottom. 
In the darkness, 2.40 m ahead, is another stone 
bench set in the corner of the passageway and 
nearly blocking it. Turning left and skirting the 
bench, one steps down another large step for a 
total of eight, each averaging 25 cm high. This 
corridor continues 2.90 m, then another right 
turn reaches the passageway parallel to the fa- 
cade which is also reached by the western stair- 
way. This 9 m long passageway leads into the 
lower phase of the structure. 

The lower phase is basically a long corridor 
which jogs along but which retains an orienta- 
tion of 118 degrees. Three areas were enlarged 
to make three chambers roughly 2.40 m square, 
which are cross vaulted. Two passageways lead 
at 30 degrees from the main hallway to the ex- 
terior of the building. At the exterior aperture 
of each, a bench 1.80 by 1.19 m is set into the 
masonry of the exterior and covered with a 
vault. Past the second square chamber, a hall 
I.80 m wide leads to the west, away from the 
exterior openings. Three steps lead up; then 
the passage makes a left turn. After 1.37 m, it 
opens into a chamber 3.14 by 1.90 m, without 
benches. The three square chambers and the 
western chamber lie underneath the huge stone 
terraces that cover the base of the West Acro- 
polis. At least these chambers must have been 
created by tunneling into the hillside. 

The interior passages are covered with thick 
white stucco in good condition. This makes it 
difficult to discern seams or variations in the 
masonry which would indicate multiple build- 
ing phases. As far as I can tell, the entire upper 
structure was built in one phase, despite the ir- 
regularity of the eastern chamber. A doorway 
once led to the east side of the building from 
that chamber. It was blocked when the Struc- 


ture I8 terrace was constructed. It is possible 
that the fourth front doorway was opened at 
this time, and that the eastern chamber origi- 
nally was not accessible from the front of the 
building. 


MONUMENT 


Altar 1 was first noted by Maudslay in 1882 in 
front of his House H. The sculpture of another 
altar in the vicinity was completely eroded. 
Morley made a good description of the design 
of the altar's periphery with its eight profile 
carved supernaturals framed by a continuous 
band of glyphs in a meander pattern (Morley 
1937—1938: 513}. The glyphs are badly eroded 
except for one section which clearly records 
the Distance Number 6 kins, 0 uinals, and 4 
tuns, count to 9 Ahau 18 Xul, the end of a 
five-tun period. Morley correctly gives the 
dates (9.15.10.17.14] 6 Ix 12 Yaxkin plus 4.0.6 
count to (9.15.15.0.0} 9 Ahau r8 Xul. Inscrip- 
tions on Stela 12 and Lintel 27 give 6 Ix 12 Yax- 
kin as the death date of Shield Jaguar, so this 
monument was created after his death. It re- 
corded events pertaining to the termination of 
his reign at the site. 
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One of the three in- 
terior stairways in 
Structure 19. Photo 
© r991 by Lee 
Clockman. 
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Structure 19, Altar 
I: photo by Maler 
(1903: PI. 80, no. 2); 
author drawing. 


Construction Completion Date 


Architectural features of Structure 19 are simi- 
lar to those of Structures 20 and 3o: the height 
of the vaults, width of the walls, and accuracy 
of the construction. This suggests that it is a 
relatively late structure. However, the terrace 
of Structure 18, which seems to date to Shield 
Jaguar, overlaps part of Structure 19. I suspect 
that the Structure 18 terrace was built up to 
unify the northwest end of the plaza late in the 
history of the site, and that Altar 1 was origi- 
nally associated with another structure, or with 
some platform in the vicinity of the present 
Structure I9. 


Structure 20 


(Stelae 3, 4, 5, 6, 7, and 33; Lintels 12, 
I3, 14; Stucco Interior Decoration; 
Hieroglyphic Stairway 5; Associated 
Altars) 


Dimensions, Exterior 


Area, 19.96 by 5.61 m. Height excluding roof- 
comb, 6.30 m. Stubs of roofcomb, 1.07 by 
0.36 m. The stubs at the center of the building 
are generally thicker than those at the edges. 


Orientation: from central doorway, $3 
degrees; from right doorway, 49 degrees 
(compass). 


From Structure 19 Maler’s general enumera- 
tion of structures returned to the southeast 
corner of the Main Plaza. Structure 20 is lo- 
cated on the first bench of structures on the 
north side of the ravine that leads to the South 
Acropolis stairway. The area of the first bench 
in front of Structure 20 was formed into three 
terraces. On the lowest, the level of the Main 
Plaza, five stelae were placed by Shield Jaguar 
II. Associated with each was a circular altar. 
These monuments serve as a focal point of the 


plaza space bordered by Structures 4, 5, 8, and 
20. Behind them, the stairway leading to Struc- 
ture 20 is divided by three small, projecting 
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79. 


Structure 20 in the 
background, as seen 
between Structures 
6 and 7. Photo © 
1991 by Lee 
Clockman. 


80. 


Structure 20. Author 
photo. 
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Interior of Structure 
20, showing standing 
vaults and ample in- 
terior spaces. The 
stone armature of a 
seated figure which 
once occupied the 
rightmost of the 
three niches on the 
frieze is propped up 
inside the building 
for protection. The 
head of this figure 
was also found, as 
well as several other 
fragments. Photo © 
1991 by Lee 
Clockman. 


platforms. The stairs rise about 1.5 m to the 
second terrace, which is about 5 m wide. An- 
other divided stairway provides access to the 
third terrace. On this platform, the building is 
skewed several degrees north of the axis of the 
stairway. 

One more step separates the third terrace 
from the base of the structure—Hieroglyphic 
Stairway 5. This row of carved stair risers was 
uncovered in 1980 during consolidation of the 
masonry (Graham 1982:177). The carved step 
runs in front of three structures— Structure 20 
and two small structures flanking it at a dis- 
tance of approximately 2 m on each side. The 
sculpture on the blocks on the easternmost 
side is eroded beyond recognition and is not in- 
cluded in Graham’s enumeration. INAH has 
covered the stairway with rocks and dirt for 
protection. 

Three doorways lead into a single vaulted 
chamber. The room is partially divided at the 
two ends by transverse walls which are cor- 
beled to lead toward the south (rear) wall, thus 
forming vaulted apertures 0.90 m wide and 3.0 
m tall. On the rear wall two buttresses form a 
niche behind the central doorway that contains 
a low bench. On the southeast side of the struc- 
ture the vault has collapsed, but it still stands 
on the northwest (right) side. 

The placement of the carved lintels is un- 
usual. The front walls of the structure are 1.24 


m thick. This excess wall thickness apparently 
necessitated finding a structural alternative to 
the normal system of a lintel spanning the en- 
tire aperture. Assuming a single slab of that 
size was inconvenient to handle and likely to 
break, there were several solutions, among 
them, using two lintel slabs on the same plane 
or splitting the height of the piers into two lev- 
els and placing a separate lintel slab over each. 
The latter solution was chosen. The carved lin- 
tel occupies two-thirds of the depth of the door- 
way. The rear third of the doorway is covered 
by a plaster-covered stone placed on a higher 
plane than the carved lintel. Thus, the viewer 
of the carved lintel does not notice a blank 
stone slab behind the carving, only the void be- 
neath the upper lintel stone, which appears to 
be unified with the higher interior space of the 
structure. 

The facade is organized so that the three en- 
tranceways divide the wall space into four equal 
sections. Above the doorways, the frieze is bor- 
dered by upper and lower projecting cornices. 
Situated over each doorway is a niche 1.67 m 
high, 0.96 m wide, and 0.43 m deep. On the 
back wall of the niche are three roughly square 
mortises of about 12 cm dimensions. They are 
arranged in a vertical line and were used for 
tenoning stone and stucco sculpture. Imme- 
diately below each niche is a zoomorphic mask 
panel which served as a throne for the seated 


stucco figure once inside each niche. One niche 
of similar proportions appears on each end of 
the structure and three on the rear facade. 

In the niche on the northwest end of the 
structure there remains a cross-legged figure 
dressed in an elaborate feathered headdress and 
seated on the zoomorphic throne (at right in 
Figure 82). It is slightly larger than the size of 
an average modern Maya. The head is 17 by 
14 cm, shoulders 53 cm wide. The figure's knees 
would have projected out of the niche and over 
the zoomorphic throne. It is very likely that 
each niche held a similar figure, because they 
are very close in size, the mortises are located 
in identical spots in each niche, and traces of 
the zoomorphic mask panels remain under 
each niche. 

During his 1980 exploration and consolida- 
tion of the structure, Roberto García Moll found 
no traces of the stucco sculpture that had once 
been attached to the facade (García Moll and 
Juarez Cossío 1986:159). However, in July 
1985, when Martin Diedrich and I were mea- 
suring Structure 20, we noticed a lifesize stone 
core of a stuccoed torso near the pile of loose 


stones immediately northwest of the structure. 
Both of us recognized that it was the lower por- 
tion of a seated cross-legged figure, and we be- 
gan to look for other parts of the figure on the 
surface of the terrace, without disturbing any 
soil. In less than a minute we had located the 
chest area of the figure on the edge of the upper 
terrace, immediately in front of the northwest 
niche. It was barely covered by weeds, although 
the grass around the structure had recently 
been mowed with machetes. We looked below 
on the next terrace and easily found the central 
portion of a head, again without disturbing any 
soil or digging in any way. We photographed 
and measured these and other fragments, and 
brought them to the attention of the guards. 
These pieces were of the proper size to fit in the 
niches. 

Between the niches on the frieze are large 
spaces once totally ornamented with stucco re- 
lief and three-dimensional sculpture. A consid- 
erable amount of stucco remains on the north- 
west facade. In the very center of the space are 
two mortises. It seems that the stucco deco- 
ration formed a symmetrical pattern around 
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82. 


Structure 20, north- 
east facade. Much 
stucco sculpture re- 
mains on the frieze 
on this corner of the 
building. The niches 
contain the remains 
of figures with stone 
armatures and cov- 
ered with stucco. 
Photo © 1991 by Lee 
Clockman. 
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Niches in the frieze 
of Structure 20 have 
mortises for tenoned 
stone and stucco 
sculpture. Note the 
stucco monster 
mask below the 
niche which served 
as a throne for a 
seated king. Re- 
mains of stucco can 
also be seen in the 
right portion of the 
frieze. Photo © 1991 
by Lee Clockman. 


84. 


The best-preserved 
part of the stucco 
sculpture on Struc- 
ture 20 is this eye of 
a waterlily monster. 
Photo © 1991 by Lee 
Clockman. 


the tenoned figure. At both upper corners are 
monster eyes (see Figure 84), and a "bunch of 
grapes" signifying Cauac Monster can be seen 
near the left eye. Many tendril shapes are vis- 
ible in the lower half of the relief, some with 
dots infixed, perhaps suggesting the forms of 
aquatic plants. So the original frieze may have 
been decorated with scenes of vertical human 
figures surrounded by Cauac Monsters and 
aquatic plants alternating with niches contain- 
ing human figures seated on zoomorphic 
thrones. This scheme probably wrapped all 
around the four sides of the structure. 
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Dimensions (from Maler 1903; Graham 1977; 
1982) 


MW H Th Sides 
Carved 
Stela 3 177m 2.60m 026m 2 
Stela 4 136m 475m? o24m 2 
Stela 5 081m 252m O.33m 2 
Stela 6 118m  2.96m? o42m 2 
Stela 7 I17m 3.00 m^ o25m 2 
Stela 33 0.76 m I.52 mê? 026m 2 
aMeasurement of principal fragment. 
bEstimated total length. 
MW HSc WSc MTh Rel 
Lintel 12 0.988m o.79m 0o87;m 0.33m 
Lintel i3 o.99m 075m o88m 0.33m 
Lintel 14 o.grm 0.78m o.8om 0.32 m 


HSc? H Block? Rel? 


Hieroglyphic 0.18m 030m 09cm 29.20 m 
Stairway 


? Average of 45 blocks. 


Stelae 3—7 were probably discovered by Maud- 
slay, as on his map he mentions numerous stelae 
in front of Structure 20. Stela 3 has been reset 
on a platform in the center of the southeast end 
of the Main Plaza (Ramón Carrasco V., personal 


0.8 cm 
I.I cm 
I.9 cm 


Total Length 


communication, 1986). The other four stelae 
were found in a row at the base of the Structure 
20 platform. Stelae 5, 6, and 7 fragments are 
propped up on their sides under pieces of plas- 
tic near the spots where they were found. Stela 
4 is buried under rocks and dirt near its original 
location. 

All of the stelae are fragmentary. Stela 3 (Fig- 
ure 85} is very well preserved on the temple 
side and eroded on the river side of the remain- 
ing bottom half of the monument. Approxi- 
mately six fragments are scattered around the 
base of the platform on which it stands, but the 
upper portions of the monument appear to be 
missing completely. Stela 4 broke into six or 
more large chunks (see Morley 1937—1938: 
570). The river side is almost completely eroded 
but was decorated with at least one profile fig- 
ure facing the observer's right. A panel of 
twenty-four or more glyphs was carved on the 
top. The temple side (Figure 86], which is bet- 
ter preserved, is a cosmogram, as discussed in 
Chapter 4. 

The second stela from the southeast, Stela 5, 
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was photographed by Maudslay, who stated 
that it pertained to Structure 44 as a lintel 
(1889—1902:2:46, Pl. 97, no. 3). Maler (1903: 
144] located the two pieces of the stela in front 
of Structure 20. As so frequently happens, the 
parts fell with opposite sides exposed. Maler 
noted dark red paint in the background of the 
better-preserved side. It is difficult to ascertain 
which side faced the temple and which the 
river, since they twisted as they fell, and since 
the iconography is similar—a principal and 
two subsidiary figures—on each side. The carv- 
ing has been badly eroded on both sides of the 
lower part and on the exposed side of the upper 
part. Herein I refer to the remaining uneroded 
image (Figure 87) as the "river side," since its 
theme of war corresponds to the river sides of 
Stelae 4, 6, and 7. 

Stela 6 (Figure 88) broke into two pieces. The 
upper three-quarters of the monument forms 
one of the fragments and the butt, with a small 
portion of lower-register carving, the other. It 
was carved on two sides, although on the river 
side only the vaguest outline of a figure wear- 
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85. 


Structure 20, Stela 3: 

a, temple side; 

b, river side. Author 
7 drawings from the 
monument. 
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86. 


Structure 20, Stela 4, 
temple side. Author 
drawing after 
sketches by Ian 
Graham. 


87. 


Structure 20, Stela 5, 
upper half, river 
side: an image of 
Shield Jaguar II as 
warrior. Photo € 
1991 by Lee 
Clockman. 
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ing a war scarf remains. Maler photographed 
and described it first. 

Stela 7 broke into several pieces. All the 
known fragments fit together to form the bot- 
tom three-quarters of the stela. The top has 
not yet been located. Like the other cosmo- 
logical stelae, it has a warrior scene on the river 
side and a bloodletting on the temple side (Fig- 
ure 89]. 

The newest stela fragment associated with 
Structure 20 (by virtue of its association with 
Structure 3) was uncovered during excavations 
of the Stela 3 platform, where it had been bur- 
ied. It is now called Stela 33. It was carved on 
two sides. The longest text appears along the 
top of one side. Although the text is fragmen- 
tary, it refers to the completion of one or more 
katuns as Ahau by some king. Unfortunately 
the zone where the king's name falls was bro- 
ken. It appears to me to have a skull and a jag- 
uar in the name (at provisional B4), which 
would suggest to me Bird Jaguar IV, who has a 
I Akbal Skull title. The secondary text does 
name a Shield Jaguar, however, which could be 
a reference to Shield Jaguar I either as protago- 
nist or as the father of Bird Jaguar IV. On the 
other carved face are an ancestor cartouche 
with a few hard-to-see glyphs tagging the an- 


cestor figure and a Skyband Monster. A Lunar 
Series appears under the Skyband Monster, in- 
dicating that the stela originally had a Long 
Count. That side was undoubtedly the temple 
side of a cosmogram stela. My measurements 
suggest that the newly discovered fragment is 
not the top of any of the other Structure 2o 
stelae, but must have come from another, hith- 
erto unknown monument. 

Lintels 13 and 14 were photographed during 
Maudslay’s visit of 1882. Lintel 14 was in situ, 
but Lintel 13 had probably fallen, since Maler 
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said it blocked the central doorway. Maler ex- 
cavated for and found Lintel 12 in 1900. It was 
taken to MNAH in 1964. It was carved in very 
low relief, which has eroded to the point where 
few of the glyphs are positively identifiable. 
Lintel 13 was replaced in the doorway by INAH, 
and Lintel r4 remains in situ. Maler noted 
traces of dark red paint on Lintel r4. Some 
paint is still visible in the background areas. 
Hieroglyphic Stairway 5 was uncovered dur- 
ing clearing and consolidation of the structure 
by INAH in 1980. It was drawn by Ian Graham, 
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88. 


Structure 20, Stela 6: 
a, temple side; 

b, river side. Author 
drawings. 


194 Dates and Protagonists 


Stela 3 [9.10.16.10.13 7 Ben 16 Zec] BJIII 
Stela 4 (9.17. 4.15. 3) 1 Akbal 16 Kankin SJII 
(9.17. 5. o. o 6 Ahau 13 Kayab) SJH, Lady GS 
Stela 5 (9.18. 6. 5.11) 7; Chuen r9 Kayab SJII 
2 Stela6 9.11.16.10.13 5 Ben 1 Uayeb BJIII 
Stela 7 No date survives SJII, Lady GS 
Stela 33 No date survives SJ? BJIV? 


The Site and Its 
Monuments 


The date on Stela 3 can be reconstructed from 
4 the brief glyphic phrase remaining. It says, "He 
completed his first katun as Ahau of the line- 
age, Captor of Moon, Bird Jaguar." This refers 
to Bird Jaguar III. Stela 6 retains the Long Count 
date given here for the completion of Bird Jag- 
6 uar III’s second katun as Ahau. For the date of 
Stela 3, simply subtract one katun from the 
date of Stela 6. 

Proskouriakoff figured the Long Count of 
Stela 4 from a remaining Calendar Round which 
8 pertained to an 819-day count (1964: 192]. She 
observed with confidence the date 7 Chuen r9 
Kayab on Stela 5 and probably correctly as- 
signed it to the Long Count 9.18.6.5.11. She 
noted that there was no evidence of Shield Jag- 
19 uar II's reign having lasted so long (ibid.: 193], 

but that evidence now exists, in the form of Hi- 
eroglyphic Stairway 5. On Stela 7 no Calendar 
Round nor Long Count survives. 


j G Aen Lintel 12 Unknown Unknown 
C Lintel 13 (9.16. 0.14.5) 1r Chicchan Lady GS, 
A 13 Pop BJIV, SJII 
m i Lintel 14 (9.15.10. 0.1) 4Imix Lord and 
4 Mol Lady GS 


89. 


~ a. then re-covered for protection. The first fifteen 

Structure 2o, Stela 7, 
teinpleside.Draws OL 80 blocks were effaced entirely and are not 
ing by Graham. numbered by Graham. He numbers forty-five 
carved blocks arranged in a single row. Several 
blocks were damaged by stones falling from the 
structure, but are otherwise in fairly good con- 
dition, having been protected by a layer of earth 
which began to cover the step soon after its 

abandonment. 
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Lintel 12 


] examined Lintel 12 in MNAH with a light, 
trying to read any glyphs, particularly names 
and a date. The day name appears to be Ahau, 
the month name Muan or Kankin, and both co- 
efficients 3. Two possibilities: 


9.17.6.15.0 
9.16.6.11.0 


3 Ahau 3 Kankin 
3 Ahau 3 Muan 


On the former date, Shield Jaguar II and an ally 
would have been shown gathering captives. On 
the latter date, the protagonists would have 


The protagonist of all these events, which are 
captures, is Shield Jaguar II. 


Construction Completion Dates 


Looking at the wide range of dates recorded on 
the monuments pertaining to Structure 20, it is 
obvious that the stelae were dedicated at vari- 
ous times, though perhaps placed at one date. 
Although their dates are early, the lintels could 
not have been carved until about 9.17.0.0.0. 
This assertion is based on a smal] detail of cos- 
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tume, the presence of the notched edge of the 
pointed hipcloth, which did not appear at Yax- 
chilan until after 9.16.15.0.0. The hieroglyphic 
stairway was completed 9.18.10.0.0. 


been Bird Jaguar IV and probably Lord Great 
Skull. 


Hieroglyphic Stairway 5 


Block Long Count Calendar Round Ref? 
50 (9.18. 6. 4.19) ? 8 Cauac 7 (Kayab)? 230 
48 8.19 DNP 
69 (9.18. 6. 5.11) ? 7 Chuen (19 Kayab!? 231 
92 (9.18. 7. 6. o] I2 Ahau 3 Cumhu 231 
IOI 11.13 DN? 
IO3 (9.18. 7.16. 9) 13 Muluc 7 Yax 231 
(1.13.16) DN 
II3 (9.18. 8. 3. 3) 3 (Akbal) 1 Muan 231 
(7.10) DN 
I23 (9.18. 8.10.13] (10 Ben 6 Zotz!) 
133 13.13 DN 
135 (9.18. 9. 6. 6) Io Cimi 19 Kayab 231i 
I44 1.12 DN 
I46 (9.18. 9. 7.18) 3 Etznab 6 Pop 23I d 
(1.16) DN l Structure 20, Lintels 
157 (9.18. 9. 9.14] 13 Ix 2 Zip 232 12— 14. Drawings by 
165 16 DN Graham (Lintels 12 
167 (9.18. 9.10.10] 3 Oc 18 Zip I4I and 14) and von Euw 


(Lintel 13) (all from 
Graham 1977: 33, 


35, 37). 


?First published references to dates of this stairway are 
from Schele (1982) on the page number given in this col- 
umn. She referred to the work of Peter Mathews. 
bSpeculative. 
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Structure 20, Hiero- 
glyphic Stairway 5. 
Drawings by 
Graham (1982 : 179, 
181). 
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Structure 2I 


(Lintels 15, 16, 17; Stela 35; Stucco 
Relief) 


Dimensions, Exterior: 18 by 5.5 m. 


Dimensions, Interior: central chamber, 
7.19 m long. 


Orientation: 50 (compass). 


Structure 21 is located on the first bench to the 
south of the Structure 33 stairway. It was first 
encountered in 1882 by Maudslay, who called 
it House F. Maler made a plan and section of 
the building (Figure 92). The plan was adopted 
by Morley (1937—1938:468}, but his scale no- 
tation is wrong. The structure was modified at 
least once. The second phase consists of a wall 
53 cm thick which was added directly behind 
all exterior walls and over the piers in front as 
well. This wall preserved the inner wall to 
some degree, but both were unable to support 
the vault, which has fallen completely. The 
original building was a single vaulted chamber 
divided into three separate, non-interconnect- 
ing rooms. The central room is twice as wide as 
each of the side chambers. Three entrances 
open into the central chamber. These were 
once topped with carved lintels (Lintels 15, 16, 
and 17). A single doorway leads into each side 
chamber. These were apparently covered with 
plain lintels. 

The debris of a long-fallen roof filled the 
chambers when they were visited in the late 
1800's and until 1983, when the structure was 


excavated and consolidated by INAH. During 
the course of excavation, two major monu- 
ments were discovered by Roberto Garcia Moll 
and crew. A small stela, carved on two sides, 
was found on the floor of the chamber. Consid- 
erable remains of a stucco relief sculpture of 
five lifesize figures on the rear wall of the cen- 
tral chamber also came to light. Traces of stucco 
painted in red and blue can be seen on interior 
side walls and in the entranceways. The inte- 
rior was once totally painted with lifesize fig- 
ures on side walls and the door jambs. 


MONUMENTS 


Dimensions (Lintels from Graham 1977) 


MW HSc WSc MTh 
Stela 35 O4Im I.SOm 033m 0.20m 
(front only) 
Lintel 15 0.83 m 0o.80m 067m 0.08 m3 
Lintel 16 O75m Oo.60om 0.70m _ 0.06 m° 
Lintel 17 074M 060m 064m _ 0.05 m? 
4Sawn. 


Stuccoes: 3.35 by 1.75 m. 


Stela 35 was discovered in 1983 by INAH. Its lo- 
cation when encountered has not been pub- 
lished. It now rests on a low bench built into 
the rear wall of the structure. 

The three lintels were removed from the site 
to the British Museum—Lintel 15 by Maudslay 
in 1882 and Lintels 16 and 17 under Maudslay's 
direction by the López brothers in 1883. They 
were sawn for ease of transport. Traces of red 
paint remain on Lintel 15 (Graham 1977: 39]. 
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2.5 cm 


I.Ocm 
0.7 cm 
I.O cm 


92. 


Structure 2r, plan 
and section by Maler 
(1903 : 147]. 


Lintel 15 


93. 


Structure 2r, Lintels 
I5—17. Drawings by 
Graham (1977: 39, 
41, 43). (See also Fig- 
ure 6.) 
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Lintel 16 


Between the two curtain walls is a low U- 
shaped bench of stone with two carved legs. A 
stucco bas-relief panel extends from bench 
level upward. It is composed of two registers. 
The lower register is a triple-headed serpent (or 
rather two two-headed serpents sharing a cen- 
tral tail-head). The body of the monster is com- 
posed of Kan Crosses, circular markings, and 
snake markings. It separates the bottom regis- 
ter from the upper one. The two heads face the 
center of the image. They are bearded, crested 
serpents with a Muan feather above the eye and 
Tlaloc masks in their gaping mouths. The cen- 
tral head is Tlaloc-like. A design resembling 
the Mexican year sign forms its headdress, com- 
plete with a Kan Cross headband. Vegetal forms 
emanate from the lower parts of the three heads. 
The serpent body here functions as a skyband, 
or a divider of cosmic realms. The center of the 
skyband is split, to indicate the Split Sky Place 
(Yaxchilan). 

Five cross-legged figures with profile heads 
are seated on the split skyband. Three can be 
identified as women because they are wearing 
huipils, or long cloaks. The figures are in poor 
condition, but enough remains to know that 
they were royalty. The first figure on the left 
faces the viewer's right. A beaded collar and the 
figure's right elbow and knee can be discerned. 
Of the second figure on the left there remain a 
lower lip and chin and a large pendant sur- 
rounded with beads. It once held a central 
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medallion, now missing. The central figure's 
crossed legs, two hands, and right shoulder re- 
main. That figure wears a short skirt and a mat 
loincloth. The fourth from the left is in good 
condition below the upper arms. An expressive 
left hand gestures downward. Of the last figure 
on the right only the right elbow and foot and 
the traces of an edge of a huipil remain. Traces 
of blue and red paint can be seen over many 
parts of the stucco. 


Dates and Protagonists 


Stela 35 (9.15.10. o. 1) 4 Imix 4 Mol LIS 
Lintel 15 (9.16. 3.16.19)? 4 Cauac? 12 Zip LAI 
OI 

(9.16.17. 2. 4)? 4 Kan? 12 Zip LAI 
Lintel 16 (9.16. 0.13.17) 6 Caban 5 Pop 
Lintel 17 No date recorded — BJIV, 
[9.16. 0.14. § 1 Chicchan 13 Pop]? 


‘Implied by the phrase for the birth of Chel-te. 


Morley read the Lintel 15 Calendar Round as 
4 Manik 15 Zip 9.13.8.3.7. Proskouriakoff ar- 
gued, “To read the day sign, Morley alters the 
month coefficient to agree with the day Manik. 
I believe . . . that the day sign could be Kan and 
the date is better read as 4 Kan r2 Zip" (1964: 
191). However, the date late in Bird Jaguar's 
reign does not make sense when combined 
with the pre-accession event, the capture of 
“Q,” which was never again mentioned after 


BJIV, xo d 


Lady Ix 


y = 17 PYY7 A Ty - a > ~~ T p 
< A Oe (CMM. CH 
20345: 5354) 

QE Jc (ETP GE VO 
Lintel 17 


Bird Jaguar acceded. Therefore, I suggest that 
another possible day name, Cauac, be consid- 


ered for the eroded glyph. The resulting Long. 


Count date is closer to the dates of Lintels 16 
and 17, and it is also eight years lacking five 
days since Lady Xoc’s death, which provides a 
possible rationale for the Vision Serpent event. 


Construction Completion Date 


The dating of Structure 21 depends on the 
barely legible date on Lintel 15. I suspect that 
this structure is superimposed on an earlier one. 
But there are few clues as to the exact date of the 
structure. It was built between 9.16.5.0.0 and 
9.16.17.0.0. Despite the early date (9.15.10.0.1] 
on the stela, its text includes a 3 Katun Ahau 
title for Bird Jaguar. Therefore it must have 
been carved after 9.15.17.12.10. 
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Structure 21 
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Structure 22 


(Lintels 18, 19, 20, 21, 22) 


Dimensions, Exterior of the Inner Structure: 
8.40 by 2.80 m. 


Orientation: 35 (compass). 


Structure 22 is located west of the Grand Stair- 
way on the First Bench. The plan and extent of 
the building was in dispute by early explorers. 
Maudslay did not name the structure. Maler re- 
ported six sculptured lintels, four from door- 
ways on the front, one from the west side, and 
one in the rear (1903:149). He photographed 
only five of these. Ruppert discovered five door- 
ways in the front of the structure, the outer 
two having plain lintels, and a doorway on each 
side spanned with carved lintels. He observed 
Lintel 19 in situ on the northwest side (Morley 
I937—1938:387). Linton Satterthwaite exca- 
vated around the building in 1935 and reported 
to Morley that the structure consisted of a 
three-doorway chamber with extra doorways at 
each end and two doorways with lintels on ei- 
ther side (ibid.). 

Since then, the structure has been consoli- 
dated by INAH. As it appears now, a broad stair- 
way with sixteen steps leads from the plaza 
level to a terrace 4 m deep. Four altar stones oc- 
cupy this terrace, though none of them retains 
visible carving. Three additional very tall steps 
lead to a small ledge in front of the building. 
The structure sits on a pedestal 1 m high, the 
edge of which extends to the outside wall of the 
interior phase of the building. Two more steps 
lead to the doorway level. On the northwest 
side, all these steps are covered by the edge of 
the Structure 23 terrace. The structure appears 
to have been built and later remodeled. The in- 
terior, earlier phase is a small, single-vaulted 
structure with the dimensions given above. It 
has three doorways in the front, one on the 
northwest side, and one on the southeast. A 
partial opening, like a window, does appear in 
the rear where Maler indicated a rear doorway 
on his plan (1903:149). The five carved lintels 
were located in the three front and the two side 
doorways. 

During the second phase of construction, 
the doorway on the northwest side was par- 
tially blocked. Perhaps the front piers and the 
back wall of the structure were rebuilt at this 
time. The rear wall was extended another 6 m 


Lintel 18 


Lintel 20 
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Structure 22 


Lintel 19 
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] PED Jem " | rem | Ctt dE rs P = m | Structure 22, Lintels 
Wea iC OOF : E a E zd | 18—22. Drawings by 
SOE OG o GY DDE Graham (Lintels 
; LINN xs GI) 18—20] and von Euw 
Sol Za (Lintels 21— 22) (all 
) `i | c2 from Graham 
1977 :45, 47, 49, 51; 
1982:134]. 


Lintel 21 Lintel 22 


202 


The Site and Its 
Monuments 


on the northwest side, and one thick wall was 
built from the rear to the front, about 2 m from 
the Lintel r9 wall, creating a niche on the north- 
west side. An extension was also built on 
the southeast side. These side chambers were 
the latest phase, with the 1 m high step and the 
small court in front of the structure. 


MONUMENTS 


Dimensions (from Graham 1977) 


MW HSc WSc MTh Rel 

Li8 065m o49m 065m 0.22mM O.I cm? 
Li9 0.65 m o.52m> 0.67 m> 0.21m 0.1 cm’ 
L20 0.69 m 0.41 m^ o.18m 0.5 cm 
L21 066m 059m 099m 0.20m 0.4cm 
L22 068m 058m o908m o119m 1.8cm 

?[ncised. 

b Approximate. 

‘Fragment. 


Maler discovered all five lintels and included in 
his general enumeration an additional number 
for a lintel he believed would be found on the 
northwest side of the structure. No such lintel 
was found, and the unused number (23) was 
later assigned to the fourth lintel discovered in 
Structure 23. 


Present 
Original Location? Location 
Lintel 18 Lying on the ground MNAH 
Lintel 19 Fragment in situ In situ 
Lintel 20 Fragment buried in front In situ 
restored 

Lintel 21 Unknown In situ 
Lintel 22 Fragment in situ In situ 


“From Maler 1903: 149- 150. 


Maler reported that traces of red color remained 
on Lintels 18, 21, and 22. These lintels still ex- 
hibit some color. 


Dates and Protagonists 


No date recorded 
No date recorded 
Eroded Long Count 
with lunar data 
9. O.I9. 2.4 
IS. I.16.5 DN 
(9.16. r. o.9] 
No date recorded 


Lintel 18 
Lintel 19 BJII? 
Lintel 20 ? 


Lintel 21 2 Kan 2 Yax 


7 Muluc 17 Zec BJIV 
Lintel 22 


Proskouriakoff first recognized that the par- 
ticular combination of contemporary and an- 
tique lintels in Structure 22 was due to Bird 
Jaguar IV's desire to document his descent and 
legitimacy (1964:182). Lintels 18 and r9 are 
the oldest known at Yaxchilan. They are un- 
dated, and no rulers’ names can be identified 
with assurance. The series of glyphs on Lintel 
I8 at A2, A3, and A4 seem to be names, espe- 
cially A3, a skull glyph like some of the names 
of the Early Classic rulers recorded in Structure 
I2. It perhaps names Ruler 7, Moon Skull. This 
is supported by the appearance of "7 le te" at 
C1 and a God C "blood group" nominal indica- 
tor at Dr. The last glyph on this lintel appears 
to be a Bonampak Emblem Glyph. Lintels 18 
and r9 seem to contain undated dynastic infor- 
mation, like the lintels of Structure 12. 

Lintels 20 and 22 appear to have been carved 
in the same style. Note the spacing between 
glyphs and their exterior form. The dimensions 
of Lintel 22 are comparable to those of Struc- 
ture 12. Lintel 22 could possibly have once 
been part of the information associated with 
Ruler ro and the assemblage that is now housed 
in Structure 12. Lintel 21 was commissioned by 
Bird Jaguar IV, probably shortly after he took the 
throne, to create a specific link between himself 
and two previous kings: the founder of the Yax- 
chilan dynasty, Progenitor Jaguar (Yat-Balam; 
named as C2), and Ruler 7 of the Skull clan. 


Construction Completion Date: 9.16.2.0.0. 


Ruler 7? 


Ruler 7 


Ruler 10? 


Structure 23 
(Lintels 23, 24, 25, 26; Altar 7) 


Dimensions, Exterior: 15.72 by 7.10 m. 
Orientation: 29 (map). 


Structure 23 is the second structure northwest 
of the Grand Stairway on the First Bench. It has 
two parallel vaulted chambers, each subdivided 
into multiple sectors. The vault is almost en- 
tirely fallen, except on the southeast side of the 
central outer doorway. It is a massive construc- 
tion—the exterior walls are 2.59 m high from 
base to lower cornice. The cornice projects 
0.38 m. The vaults are 4.20 m tall. The rear 
wall is 1.17 m thick. Lintel 23 is placed 1.88 m 
above the floor. 

In the front chamber are benches running the 
width of the room on each side. The benches are 
U-shaped in plan. Above them, sunk into the 
walls, are niches approximately 30 cm square. 
The front chamber is divided by two vaulted 
curtain walls that run transversely from the 
inner edges of the left and right doorways. The 
doorways leading to the rear chambers are situ- 


B Lp p 2 i s B 1 => ; [4 
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ated symmetrically within the vestibule of 
space created by the two transverse walls. 

The rear chambers are totally separated by a 
central transverse wall. In the northwest cham- 
ber is a large bench 1.50 by 2.40 m (the width of 
the chamber). Wedge-shaped legs of stone sup- 
port the bench. A series of niches are situated 
behind it. A transverse curtain wall partially di- 
vides this chamber in half, but allows access to 
the exterior under Lintel 23. The southeast 
chamber has a U-shaped bench along the cen- 
tral transverse wall. The room is divided into 
two unequal parts by a doorway leading to a 
small chamber entirely filled by a bench 2.40 
by 2.10 m. A door opens on the southeast cor- 
ner of the building. It is covered by a plain 
lintel. Traces of stucco decoration of a serpent 
body (illustrated by Maler [1903 : 151]) still ex- 
ist in the central pier of the rear wall in the 
front chamber, below the vault spring. A bit of 
red and blue paint can still be discerned under 
the standing vault. The interiors of the vaults, 
shaped with five increasingly projecting steps, 
were heavily stuccoed to create a dynamic 
surface. 

This building has been excavated by INAH, 
and several interesting burials were found as- 
sociated with this structure. The material is 
unpublished. 
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Structure 23 once 
had two parallel 
vaulted chambers di- 
vided into several 
rooms, but little of 
the roof remains. 
Photo © 1991 by Lee 
Clockman. 
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The sole standing 
vault of Structure 23 
is stepped and rests 
against a buttress 
that juts into the 
front chamber from 
the front wall. Next 
to the buttress is 
part of a stone and 
stucco monster 
mask that once 
adorned the facade. 
Photo © 1991 by Lee 
Clockman. 


MONUMENTS 


Dimensions (from Graham 1977; 1982; 
Morley 1937—1938:494) 


Underside 
MW HSc WSc 
Lintel 23 0.85 m 0.86 m 0.67 m 
Lintel 24 Unknown 1.04 m 0.74 m 
Lintel 25 0.85 m 1.18m 0.74 m 
Lintel 26 0.85 m 1.07 m 0.77 m 


?Reconstructed size; actual size 0.07 m. 


Altar 7: 94 cm diameter; 46 cm height. Top 
sculpted with two concentric bands of glyphs, 
sides dressed but plain. 


The provenience of Lintels 24 and 25 is confus- 
ing because of poor documentation on the part 


0.27 m 


Front Edge 
MTh Rel HSc WSc 
0.25 m 0.9 cm 0.16 m 0.86 m 
Unknown 4.5 cm Unknown Unknown 
0.29 mî 3.2 cm 0.18 m 0.22 m 
4.3 cm O.I9 m 1.06 m 


of Maudslay (1889— 1902). During his brief visit 
in 1882, he photographed one of the lintels asso- 
ciated with the structure he called House G, and - 
he took one with him to England. The lintel pre- 
pared for traveling had been severely trimmed, 
and the front edge was chipped off (probably by 
Edwin Rockstroh during his visit, which was 
previous to that of Maudslay [Graham 1977]! 
before it had ever been photographed. The fol- 
lowing year the other lintel found at House G 
was thinned and shipped to England upon 
Maudslay's request. Maler cleared up the prob- 
lem of the provenience of these two lintels by 
finding the pile of limestone chips resulting 
from the thinning of the lintel now lacking a 
carved front edge in front of the eastern door- 
way of the structure. He found the remainder of 
the lintel with the serpent scene in front of the 
central doorway. In Maler's enumeration of 
monuments, these were called Lintels 24 and 
25 respectively. They are now in the British 
Museum. Lintel 26 was excavated by Maler 
from the rubble near the northern doorway of 
the structure. It was removed to the MNAH in 
1964. Lintel 23, on the west side, was discov- 
ered in 1979 by INAH. It has been replaced in 
its original position. 


Dates and Protagonists 


Lintel 23 

A-BI 2 IO ? 17? Lady Xoc 

M-N2 (9.14.14. 8. 1) 7 Imix 19 Pop SJ 

M-Nr + (5.16) DN 

M-—Ns5 (9.14.14.13.17) 6 Caban r5 Yaxkin Lady Xoc, SJ 
Lintel 24 

Front Edge Missing 

Underside (9.13.17.15.12) 5 Eb 15 Mac SJ, Lady Xoc 
Lintel 25 

Underside (9.12. 9. 8. 1) 5 Imix 4 Mac SJ 

+2. 2.7.0 DN 

Front edge (9.14.11.15. 1) 3 Imix 14 Ch'en Lady Xoc 
Lintel 26 

Front edge 9.14.(14.13.16}° (s Cib 14) Yaxkin? Lady Xoc 

Underside (9.14.12. 6.12) 12 Ebo Pop GI, SJ 
Altar 7 9.I4.I$. O. O II Ahau 18 Zac Eroded 


4The reconstruction of this date is discussed below. 


The dates of Lintels 24, 25, and 26 and Altar 7 
were published by Morley (1938:482—493) and 
refined by Proskouriakoff (1963); dates of the 
underside inscriptions of Lintel 23 are from 
Schele [1982 : 112, 280). 

Recently, however, as the significance of the 
ceremonies recorded on Structure 23 has be- 
come clearer, there is good reason to accept a 
different reconstruction for the Initial Series of 
Lintel 26. Independent work by David Stuart 
and Ruth Krochock in 1987 led them and Linda 
Schele to identify the "God N" and "fire" verbs 
as referring to the dedication, erection, or deco- 
ration of pottery, lintels, stelae, and buildings 
(Schele 1987:135—136; 1989:39). On Struc- 
ture 23, several such phrases discuss the carv- 
ing, the dedication, the spiritual debut of the 
lintels. Securely dated dedication events are 
the "God N" event on Lintel 25 front edge 
(9.14.11.15.1) and the "fire" event on Lintel 23 
underside (9.14.14.13.17). These dates are 1 Au- 
gust 723 and 22 June 726 respectively. It seems 
that Lintel 25 must have been completed 
first and dedicated, then Lintels 24 and 26 
completed. The date on Lintel 26 underside, 
9.14.12.6.12 (7 February 724; and o Pop or New 


Year's Day in the haab) falls within that span. 
The front edge of Lintel 24 has been destroyed 
without a record, but I suspect that it began 
with anInitial Series date and that the date 
corresponded to a "fire" event on a summer 
solstice. 

Lintel 26 has an Initial Series date, but it has 
been badly damaged. As Morley noted, several 
of its components are clear and the others must 
be reconstructed. The baktun coefficient is 
clearly 9 and the katun clearly 14. The month 
is clearly Yaxkin, and the coefficient is a num- 
ber between ro and r5, that is, either 11, 12, 13, 
or 14. The stated moon age, as Morley observed, 
iS 31, 32, or 33 days, but likely reads 11, 12, or 
I3. Morley erroneously read the Lord of the 
Night (Glyph G of the Supplementary Series) 
as G2, when it is quite distinctly G6. The read- 
ing he proposed, 9.14.8.12.5, was supported by 
his erroneous reading of the G. The three pre- 
vailing reasons to consider another date are to 
find one with the correct G (6), that also falls 
close to summer solstice (as the "fire" events 
during this period did), and that makes sense 
as the dedication date of the lintel or some 
other part of the building, in other words, that 
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Structure 23 
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The interior rear 
room on the south- 
west side of Struc- 
ture 23, the building 
whose lintels docu- 
ment the deeds of 
Lady Xoc and Shield 
Jaguar, contained a 
two-tier bench. 
Photo © r991 by Lee 
Clockman. 
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Structure 23: Lintels 
24 and 25, drawings 
by Graham 
(1977:53, 55, 56]; 
author photo of 
structure; section by 
Maler (1903 : 151). 
(See also Figures 13 
and 14.) 
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Lintel 25 
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Lintel 26 


Structure 23: Lintels 
26 and 23, drawings 


by author; author 
i photo of Lintel 23. 
i [Sce also Figures 15 


Lintel 26 front edge 
Lintel 23 snd 17] 


d rep by Graham 
mia xw (1977:57, 58; 
ds 3 ) 1982:135, 136); plan 


208 falls between 9.14.11.15.1 and 9.14.14.13.17. It 

should also be close to 9.14.12.6.12 12 Eb o Pop, 

The Site and Its the date recorded on the underside of Lintel 26, 

Monuments since no distance number is given. The best 
candidates are: 


9.14.9. 12.9 rir Muluc 12 Yaxkin G6 MArr.5 20Jun721 


This date fits all the criteria except that it is a 
bit early. 


9.I4.II.I2.18 r2 Etz/nab r1 Yaxkin G6 MA2.2 19Jun723 


This is the summer solstice prior to the event 
on the underside, but the Moon Age is in- 
consistent. 


9.14.12.13.7. 4Manik r5 Yaxkin G6 MA 16.8 22Jun724 


This is the summer solstice after the event on 
the underside, but can be ruled out because the 
coefficient for Yaxkin is too high. 


9.14.14.13.16 S Cib r4 Yaxkin G6 MA ;7.6 21 Jun726 


This date falls one day before the dedication of 
Lintel 23. The only drawback to acceptance 
without reservation is that the Moon Age is in- 
consistent. Nevertheless, it makes sense that 
the lintel-dedication "fire" events might have 
happened over a period of several days. For this 
reason, I will use this reading here. 


Construction Completion Date 


Structure 23 was completed in 9.14.15.0.0, 
just before Shield Jaguar entered his fifth katun 
of life. 


Structure 24 
(Lintels 27, 28, $9) 


Dimensions, Exterior: approx. 3.5 by 9 m. 
Orientation: 118 (compass). 


Structures 23 and 24 share the same terrace, one 
which was built after the Structure 22 terrace. 
Since Structure 23 was probably the earliest 
of these three structures, I suspect that when 
Structure 24 was built transverse to the axis of 
Structure 23, the terrace and stairway of Struc- 
ture 23 were modified so that the two structures 
could be perceived as a symbolic unit. 

Structure 24 is a small building that was 
modified in ancient times. The present struc- 
ture is a single vaulted chamber containing a 
smaller chamber with a vaulted "hallway" in 
the center. Three entrances open on the south- 
east side, the central one narrower than the 
flanking entrances. Entrances were built on the 
southwest and northeast sides as well. The one 
on the northeast is still open, but the one on 
the southwest was blocked when two benches 
were added to the interior of that room. 

It is constructed with a very thick rear wall 


and thinner front piers (rear wall 1.32 m; front 
piers o.84 m thick). I suspect that a small, thick- 
walled building that is now the central niche of 
Structure 24 was the original structure. It con- 
tains a tiered bench about o.60 m wide, suit- 
able for seating an ancestral statue. Later parts 
of the wall were dismantled and an enclosure 
built around the sanctuary to create the three- 
chambered building. The front wall of the sanc- 
tuary was corbeled toward the new front wall 
of the temple to roof the newly created pas- 
sageway. The exterior corner of the original 
sanctuary is evident in the masonry in the rear 
wall of the building. The joint is filled with ce- 
ment now. Burials were found in this building 
by INAH when the building was excavated and 
consolidated. 


MONUMENTS 


Dimensions (from Graham 1979; 1982) 
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Structure 24 


MW HSc WSc MTh Rel 
Lintel 27 020m I1.07m 035m o.scm 
Lintel 59 o.52m orom 065m oa2om 0o;7cm 
Lintel 28 oarm 108m 037m o.5 cm 
These lintels are carved on the front edges only. m 
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Structures 23 (at left) 
and 24 (at right). Au- 
thor photo. 


210 Lintels 27 and 28 were found by Maler in the 
debris of Structure 24. Morley, who was a 
The Site and Its strong believer in uneven numbers of doorways 
Monuments in Maya facades, suggested to Linton Satter- 
thwaite that he look for another lintel in front 
of this building. Satterthwaite did so in 1935 
in conjunction with the Fifth Piedras Negras 
Expedition of the University of Pennsylvania 
(Morley 1937— 1938: 543}. All three lintels have 
been replaced in their original positions over 
the three southeast entrances to Structure 24. 
No trace of color was found on any of these 
lintels. 


Dates and Protagonists 


Lintel 27  (9.13.13.12. 5) 6 Chicchan 8 Yax* Death of LP 
1.17. 5. 9 DN 
(9.15.10.17.14} 6 Ix 12 Yaxkin Death of SJ 
6.17. o DN» 
Lintel 59 (9.14.17.15.14)] 3 Ix 17 Zip Death of Lady Xoc 
[r.19. 9 DN 
Lintel 28  (9.15.19.15. 3) Io Akbal r6 Uo Death of LIS 
101. 4. 9.I4 
(9.16. 4. 6.17] 6 Caban ro Yax? “Fire” (dedication) by Lady Xoc 


Structure 24, Lintels 
27, 59, and 28. 
Drawings by 
Graham (1977:59, 
61, 1982:131). Construction Completion Date: 9.16.5.0.0. 


“The month Yax was recorded in error; the correct month is Zac (Proskouriakoff 1963 : 162). 
bSeventeen uinals recorded in error; 16 lead between 12 Yaxkin and 17 Zip. 


Lintel 28 


Structure 25 


Dimensions, Exterior: 


Area, 12.37 by 4.93 m; height exclusive of for- 
mer roofcomb|, 5.80 m (Maler 1903-155]. 


Structure 25 has no inscriptions, stucco, or 
paint and has not been excavated. It is de- 
scribed, along with Structure 26, by Maler 


(1903:154—155). 
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Structures 26 (at left) 
and 25 (at right) have 
step-shaped en- 
trances. They are sit- 
uated on a small 
plaza just below 
Structure 33. Photo 
© 1991 by Lee 
Clockman. 
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Structure 25, section 
and plan by Maler 


(1903:155]. 
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Structure 30 has two 
parallel vaulted 
chambers. Photo © 
1991 by Lee 
Clockman. 


Structure 30 


Dimensions, Exterior: 11.45 by 5.41 m. 
Orientation: 14 (compass). 


High above the viewer, Structure 30 is visible 
through the trees from the area in front of 
Structure 19. It is located on the northwest end 
of the second terrace, and a trail that now leads 
from behind Structure 30 eventually passes di- 
rectly over Structure 36 and to the South Acrop- 
olis. In front of Structure 30, a monumental 
stairway once paved the 16 m ascent from the 
western end of the Main Plaza. 

Maler found Structure 30 in good condition. 
It was explored and consolidated by INAH in 
1978 (Garcia Moll and Juárez Cossío 1986: 
160). Of its two parallel, vaulted chambers, the 
entire front vault still stands. The southwest 
corner of the rear vault has collapsed, but much 
of the walls remains. Stone armatures for stucco 
decoration and some traces of frontal super- 
natural heads are discernible on the frieze. The 
central doorway was ornamented with a high- 
relief stucco border on the exterior, still visible 
on the east side. Maler (1903:156) reported 
traces of red bands beneath the cornices, and 
these are still visible. 
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A directional reading sighted along the lines 
of both front and rear doorway walls points to 
14 degrees east of north for both doorways. The 
side walls of the structure are aligned identi- 
cally. The rear walls, the first rear terrace, and 
the first and second front terraces are aligned to 
exactly ro4 degrees east of north. In other 
words, the whole construction is composed of 
go-degree angles. | 

The facade's right and left entrances are 0.90 
m, much larger than the central doorway, which 
is only 0.53 m wide. This doorway was empha- 
sized, however, by a 0.23 by 0.025 m projection 
of stone and stucco on the wall, framing the en- 
trance on the exterior and the interior also. 
This stucco projection served to lengthen the 


passageway of the narrow front entrance. It re- 


calls the central doorway of Structure 41. All 
entrances of this building received unusual 
treatment. On the facade, the lateral doors are 
simply rectilinear, but on the interior, these 
same doors were treated with a three-step, pro- 
jecting, stuccoed corbel. The apertures in the 
central wall of the building were given a single 
step shape at the top. 

A spacious terrace surrounds the structure 
on the northwest, southwest, and north sides. 
On the southeast side, the retaining wall of the 
Structure 29 terrace crowds the Structure 30 
terrace. 


Structure 33 


(Stelae 1, 2, 31; Lintels 1, 2, 3; Altars 9, 
IO, II, 12, 16; Hieroglyphic Stairway 2) 


Dimensions, Exterior: 22.18 by 4.88 m; 
height, 7 m plus 5.75 m roofcomb. 


Dimensions, Interior: 13.33 by 2.60 m by 
5.60 m high. 


Orientation: varies from 48 to 50 degrees 
from the three doorways; center door is $0 
(compass). 


Maler's description of this structure is a patient 
and concise one, but needs some revision now. 
Since the building was explored, partially exca- 
vated, and consolidated by the INAH in 1975, 
several new monuments have been found. 
Structure 33's effective ritual space extended, 
as Maler suggested, to Structure 9 in the Main 
Plaza, and included Stelae 27 (discussed in sec- 
tion on Structure 9}, 1, 2, and 31, and the altars 
and loose sculpture (including the caiman 
statue shown in Figures 107 and 108) around 
Stela 1 (Maler 1903: 158]. 

Structure 33 has attracted visitors to Yaxchi- 
lan since it was built. Maudslay reported large 


quantities of copal-burning pots strewn around 
the temple by the Lacandones. He himself 
adopted the building as his home during his 
stay in the ceremonial center (1889— 1902:45). 
Morley called it "the most imposing building at 
Yaxchilan" (1937—1938: 551). In ancient times, 
the frieze and roofcomb and the Grand Stair- 
way would have been visible to river travelers 
as they passed the city. I would not be surprised 
if the bellicose rulers hung bodies of captives 
on the roofcomb as fair warning to potential 
warriors. 

The structure was cleared and consolidated 
by INAH, as was part of the Grand Stairway. At 
the level of the Main Plaza, the 13.54 m wide 
stairway was consolidated. A large terrace is 
situated at about 2 m elevation from the plaza. 
A small Early Classic stela (Stela 2; see Figure 
IIO) was reset on this terrace by INAH. About 
an additional 4 m of the ascent of the Grand 
Stairway has been consolidated. Above that, it 
is mostly rubble. From the plaza and while 
climbing to Structure 33, only glimpses of the 
roofcomb offer hints of the spectacular build- 
ing above. Structure 33 was deliberately set 
back from view of the plaza below to allow for 
a 15 m deep plaza for ritual gatherings. Ascend- 
ing the monumental stairway, one’s anticipa- 
tion is piqued by the presence of two small 
buildings set to the left of the stairway. One is 
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105. 


Structure 33 as seen 
from the top of the 
Grand Stairway. The 
roofcomb shows re- 
mains of an enor- 
mous seated figure 
in the center. Photo 
© 1991 by Lee 
Clockman. 


214 


The Site and Its 
Monuments 


106. 


Structure 33: plan, 
view of interior wall, 
and section. Author 
drawing, inked by 
Constance Cortez. 


Interior, rear wall 


temporarily distracted by examining these un- 
usual little structures with strange plans and 
corbeled entrances, but attention is soon fo- 
cused on the remainder of the ascent to Struc- 
ture 33. Back on the trail, even when one's head 
rises above the ground level of the Structure 33 
terrace, one still cannot see all the monuments 
that comprise the message of Structure 33. 

At the top of the stairway is a plaza about 30 
by 15 m. Aligned with the central doorway of 
the building, but approximately 5 m from its 
base, is a pit remaining from the 1975 excava- 
tion which revealed that this structure was su- 
perimposed over an earlier construction (Gar- 
cia Moll and Juarez Cossío 1:i986:160) A 
stalactite stela (Stela 31) was (re?)erected in the 
pit. Past the stalactite stela are six steep steps 
which lead to a terrace approximately 2 m 
wide. Six more steps arrive at the last large step 
uncovered before 1975 by INAH. This last step 
is a series of thirteen carved risers (Hiero- 
glyphic Stairway 2; see Figures r11— 112]. Ten 
of the steps depict historical individuals of the 
Yaxchilan royalty engaged in the ballgame. 
Three show female members of the royal fam- 
ily holding God K scepters. These themes are 
discussed in Chapter 4. Above the hieroglyphic 
stairway, a landing 1 m wide provides access to 
the three entrances. The facade is organized in 
three registers—the main body, the frieze, and 
the roofcomb. The walls of the body are rela- 


tively plain. Maler reported that a red band ran 
under the cornice and around the doors. He saw 
the front edges of the lintels painted red with 
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107. 


Sculptures and 
buildings at the foot 
of the Grand Stair- 
way: a sculpture of a 
caiman and Altar ro 
to the west of Stela 1 
in the Main Plaza; 
Structure 22 to the 
right of the stairway; 
Stela 2 near the bot- 
tom of the stairway; 
Structure 33 at the 
top. Photo © 1991 
by Lee Clockman. 


108. 


Caiman sculpture 
and Altar 10. Photo 
© 1991 by Lee 
Clockman. 
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109. 


The principal facade 
of Structure 33. 
Note the ballgame 
steps below the en- 
trances (under plas- 
tic cover) and the 
mortises for tenoned 
sculpture on the 
frieze and roofcomb. 
Photo © r991 by Lee 
Clockman. 


110. 


Structure 33, Stela 2, 
showing an early 
king as a victorious 
warrior. Photo © 
1991 by Lee 
Clockman. 


Step III 


Step V 
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Structure 33, Hiero- 
glyphic Stairway 2, 
Steps I- VII. Draw- 
ings by Graham 
(1982: 156—160]. 
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Step VIII 


Step XI Step XII 


Step XIII 


112. 


Structure 33, Hiero- 
glyphic Stairway 2, 
Steps VII-XIII. 
Drawings by 
Graham 

(1982: 162— 164]. 


white spaces upon which were impressed red 
hand marks. Unfortunately, I have not located 
traces of this red paint. 

Above a cornice projection of 0.38 m, the 
frieze slopes inward from the plane of the walls. 
It was originally ornamented with tenoned 
stone and stucco sculpture. Above each door- 
way is a shallow niche extending the height of 
the frieze. The bottom third of the niche is oc- 
cupied by a stone framework that Maler called 
a serpent head. It functions as a throne for the 
seated stone and stucco figure above and proba- 
bly was a frontal monster face with large, per- 
sonification head earplugs. Armatures shaped 
like the human body are still visible in the cen- 
ter and right niches, and three square holes 
where the seated, cross-legged figure would 
have been tenoned can be seen in the niche on 
the left. The original presence of the three en- 
throned figures is certain. The rest of the origi- 
nal appearance of the facade is tentative, but 
enough evidence remains to suggest a likely 
reconstruction. Surrounding the enthroned fig- 
ures is decoration based on repetitions of semi- 
quatrefoil shapes of various proportions. Be- 
tween each figure and at each corner are two 
depressed areas (see Figure 11 3). Considered two- 
dimensionally, the form is basically a square 
with a long rectangle extending from the cen- 
ter top. Under the rectangular extension is a 
small shelf cantilevered into the construction. 
Within the square, the space is depressed from 
the surface of the frieze in the form of two con- 
centric semi-quatrefoils. These were stuccoed 
over, but the shapes were a significant part of 
the decoration. 

On each side of the rectangular extension, 
above the square, are four square holes. Into 
these holes was undoubtedly tenoned high- 
relief sculpture, probably a large serpent or 
monster head, its snout supported from the 
bottom by the projecting shelf. The recessed 
semi-quatrefoils below could have served as 
the monster's mouth (Tate 1980). Copan Stela 
B rear has one of many examples of quatrefoil- 
shaped monster mouths. The holes and the 
shelf are also present on the four corners of the 
structure, so the monster image could have 
been seen projecting three-dimensionally, like 
the Chac mask facades of Yucatan. The back 
and sides of the frieze were similarly orna- 
mented with niches and masks. The roofcomb 
is composed of six to eight rows of stone frame- 
Work creating small apertures of varying shapes 
(Maler 1903:159). The shape of the apertures 
probably met the demand of the design of stucco 
sculptures once attached. In the center of the 


roofcomb are the remains of an enthroned fig- 
ure in a tall headdress, which was more than 
double lifesize. Maler described the figure as 
having upreaching arms, but I see no evidence 
of this posture. 

The entrances to the building are covered by 
lintels carved on the undersides (Figure 114). 
The interior is a single vaulted chamber sub- 
divided by buttresses. Four buttresses form 
three corbeled niches along the rear wall, and 
two buttresses attached to the front wall create 
small subsidiary chambers at each end of the 
room, one with a bench. The central two rear 
buttresses project more than half the width of 
the vaulted chamber. This focuses importance 
on the central niche. Within the vaulted niche 
is alow bench 0.25 m tall. It fills the length and 
width of the niche (2.20 by 1.32 m]. Seated on 
this throne is a three-dimensional stone statue 


219 


Structure 33 


113. 


North side of Struc- 
ture 33, frieze and 
roofcomb. Mortises 
on the frieze once 
held seated figures. 
Projecting shelves at 
corners of building 
supported monster 
masks. Photo © 
1991 by Lee 
Clockman. 
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114. 


Structure 35, Lintels 
I—3. Drawings by 
Graham (1977 : 13, 
15, 17). 


Wes Hal 
(o PRE m 
js ES ae 


KO 


of a seated figure (Figures 115—117). Its head 
and headdress are broken off and now lying on 
the floor near the central entrance. 

The statue was first reported by Charnay 
(1887:440], and had probably been seen by 
Maudslay or Rockstroh. When Gerónimo López 
de Llergo saw it in 189r, its head had already 
been knocked off (García Moll and Juárez Cos- 
sío 1986: 170]. Maler speculated that woodcut- 
ters were responsible for the broken head (1903: 
159). However, the statue could have been de- 
capitated by natural means. This niche once 
had a ceiling at 2.08 m above floor level. Maler 
said that it was wooden and covered with thin 
stones, but it had fallen before he saw it (ibid: 
160). The impact of this falling lintel (perhaps 
made of stone) could have broken the head off 
the seated royal figure. The height of the figure 
with its head is 2.20 m, almost the height of 
the ceiling above the niche. On the back of the 
head and the body of the sculpture are four col- 
umns of glyphs. They are chipped and appear to 
have suffered water damage, especially the 
upper ones. I suspect that the head must have 
been broken by the falling lintel (and whatever 
was on top of that lintel), and that it rolled out- 
side, where it was exposed to the rain for a long 
time. The unfortunate matter is that the glyphs 
probably named the figure. Only one is recog- 
nizable to me as part of a nominal phrase: an 
Ah Kal Bac or "He of 20 Captives," one of the 
appellatives of Bird Jaguar IV (Stuart 1983: 98). 

While we were measuring the temple in 
March 1985, James Strickland found a piece of 
carved stone about 0.15 by 0.10 m by 0.15 m 
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Lintel 1 


thick. It was curved at the top and had been 
broken at the bottom. On the front had been 
carved a row of three concentric circles inside a 
border that echoed the exterior form. I placed it 
above the other concentric circles of Bird Jag- 
uar's headdress, and the edges fit. We called the 
attention of the guards to the fragment so that 
they could protect it. 

If one sits on the figure's bench and looks at 
the interior of the front entrances, one sees an 
interesting treatment of the stucco above the 
flanking doorways. Over the outer doorways, a 
slanted recession o.59 m high breaks into the 
stucco above the vault spring. Some of the 
traces of red scrollwork over white stucco re- 
ported by Maler still remain on the inside of 
the structure. 


MONUMENTS 


Dimensions (from Maler 1903; Graham 1977; 
Morley 1937—1938; Graham 1982:155) 


Sides 

L W Th Carved 
Stela ı 40m? 1.17m 0.25m 4 
Stela2 1.67m? 0.74m Unknown 1 
Stela 31 Unknown Continuous 

? Approximate, including butt. 

MW HSc WSc MTh Rel 
Lintel 1 0.94m 083m 082m 040m 0.7cm 
Lintel2 1.13 m o98m 0.75M 0.37m O8cm 
Lintel3 096m o80m 085m 038m 0.5 cm 
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Lintel 2 


Glyphs Glyphs 
Dia H (Top) (Sides) 


Altar 9 o81m Unknown 24 Unknown 
Altar 10 o.81 m 0.56 m 8 Some 
Altar g1 047m osim 8 12 
Altar12 084m 047m 7 None 
Altar 16 Unknown 8 
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115. 


Statue of Bird Jaguar 
IV in the central 
niche of Structure 
33, illuminated at 
sunrise on summer 
solstice. Photo © 
1991 by Lee 
Clockman. 


116. 


Front view of the 
statue of Structure 
33. Photo © 1991 by 
Lee Clockman. 
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The Site and Its Hieroglyphic Stairway 2 


Step I 0.40 m 077M 027m  o6om  rocm 
Monuments Step II 0.42 m 096m 030M 077m o.2cm 
Step III 0.42 Mm 086m 032m 072m 05cm 
Step IV 0.35 m 0.80 m° 0.26m — 0.2 cm 
117. 9tep V 0.32 Mm 087m 026m 069m 0.22cm 
Step VI Unknown o81m 035M 0.70Mm 3.5 cm 
Structure 33, statue Step VII Unknown 1.65m 038m 1.53m  4ocm 
(restored), drawing Step VIII Unknown 0.97m 0.33m 084m 3.0cm 
by Maler (1903:161), Step IX 0.56m Iom 030m 081m 02cm 
and fragmentary Step X 0.36 m 088m 025m 069m 02cm 
glyphictext on back Step x] 0.38 m o75m o27m>  — 0.3 cm 
of headdress, author — Step XII 0.36 m o.68m 026m 052m 02cm 
rawing giter DOO Step XIII 0.36 m o.85m o0.28m> 0.65 mł Incised 
by Morley : ` ` i 
(1937—1938: ^Estimated original width. 
Pl. 178F). b Approximate. 
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Maler discovered the larger portion of Stela r 
(Figures 118, 124), Stela 2 (Figure 110), and the 
stalactite stela (31). Maudslay indicates two 
monuments in the vicinity of Stela 1 on his 
map, but did not photograph or describe them. 
Morley suggested that Maudslay had found the 
upper portion of Stela 1, which had already been 
moved from its original location, probably in an 
attempt to spirit it from the city. These three 
stelae have been restored to near their original 
positions by Garcia Moll, who did not find any 
more of the Stela 1 fragments (1986: 159). 


E 


Most of the altars were first documented by 
Maler. Altar 9 (Figure 119) was found at the 
north edge of the Structure 33 terrace. It is 
there still, exposed to the elements and badly 
eroded. Altars ro (Figure 120}, 11 (Figure 121], 
and 12 were associated with the platform upon 
which Stela 1 had stood, and were first docu- 
mented by Maler. Altar 16 (Figure 122) is a 
small throne about 15 m south of the Stela 1 
platform. It is broken into several pieces and 
exposed to the elements. 

The lintels were first photographed by 


223 


Structure 33 


118. 


East side of Stela 1 is 
carved with an im- 
age of Lady Ik Skull. 
Photo © 1991 by Lee 
Clockman. 


119. 


Structure 35, Altar 
9. Photo © 1991 by 
Lee Clockman; 
drawing by Morley 
(1937—1938: 

Pl. 36b). 
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Maudslay, and they have not yet fallen from 
their original locations. Maler reported that the 
lintels had a sky-blue border, dark red back- 
ground, light red flesh areas and costume, and 
bright green feathers and ornaments (1903: 
160). Unfortunately most of the color has dis- 
appeared, the most remaining on Lintel 3 (Fig- 
ure 123). 

The existence of the hieroglyphic stairway 
was not suspected until the excavation of 
thestructure was undertaken by INAH. The 
thirteen carved risers of the stairway are in 
situ, covered with pieces of plastic on metal 
supports. 


Dates and Protagonists 


Stela 1 (9.16. 8.16.10) 1 Oc 18 Pop 

9.16.10. 0. o I Ahau 3 Zip BJIV 
Stela2 [9. 9. o. o. o 3 Ahau 3 Zotz] ? 
Stela 31 Unknown 


Lintel 1 (9.16. I. o. o] rr Ahau 8 Zec BJIV, Lady GS 

Lintel 2 (9.16. 6. o. o] 4 Ahau 3 Zotz BJIV, SJII 

Lintel 3 (9.16. 5. o. o) 8 Ahau 8 Zotz BJIV, ally 

Altar 9 9.16. o. o. o 2 Ahau 13 Zec BJIV? 

Altar Io 9.15. 3. r. § 4 Chicchan 3 Zac ? 

Altar 11 9.16. I. 3. 5? 11 Chicchan BJIV? 

Step 13 Mol? ; 

Step II LP 

Step IIT Lady GS? 

120. Step IV ? 

Step V ? 

Structure 33, Altar Step VI (9. ?. 5. o. o] 1022? SJ 


IO in the Main 
Plaza, photo and 
drawing by Morley 
(1937—1938: 

Pl. 105c, 26d). 


121. 


Structure 33, Altar 
II in the Main 
Plaza, photo by Mor- 
ley (1937—1938: 

Pl. 1osd). 


Step VII 9.15.13. 6. 9 3 Muluc 1; Mac BJIV 
Step VIII (9.10. 3.11. 8) 9 Lamat 16 Ch'en BJIII 


Step IX CoM 

Step X 2 

Step XI ? 

Step XII Lord GS? 

Step XIII | 3 Katun 
Ahau? 


Construction Completion Date 


Structure 33 lintels and perhaps the steps were 
the focus of a construction program involving 
Structures r and 42, 22, and perhaps others, 
which defined the ritual territory of Bird Jaguar 
IV at the ceremonial center. Structure 33 was 
probably dedicated on 9.16.6.0.0 as a monu- 
ment to the genealogical legitimacy and ritual 
efficacy of his accession. 
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throne with glyphs, 
located in the Main 


Plaza. Author 


drawing. 
Structure 33, Lintel 


Structure 33, Altar 
16—actually a 


122. 
23. 


1 


in situ. Photo © 
1991 by Lee 
Clockman. 


3, 
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124. 


Structure 33, Stela 1: 
a, northwest side; 

b, temple side; 

C, river side. Author 
drawings from 
monument. 
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Structure 34 
(Lintel 4) 


Descending about 8 m from the rear of Struc- 
ture 33 via the ancient stairway on the west 
side, one finds an open plaza about 20 by 50 m. 
To the south is a steep drop into the Structure 1 
valley, and to the north another drop to the ter- 
race of Structure 30. The plaza is bounded on 
the west side by a steep incline of about 6 m. 
Maler reported that a stairway once led up this 
slope, but little remains of it today. Once up 
the slope, one finds another plaza, smaller, 
and bounded on the north, west, and south by 
small structures. Circular pedestals or altars 
are placed in the center and on the north side of 
this plaza. Structure 34 is on the southern side. 
Maler said that the structure had three cham- 
bers and that the middle one was walled up. He 
reported narrow chambers that may have been 
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used as tombs. From the debris in front of the 
middle chamber he extracted a lintel carved in 
two sections, the inner section cut obliquely to 
form the vault spring of the chamber. This sec- 
tion retained part of its original sculptured un- 
derside. From the other section the sculpture 
had eroded (Maler 1903 : 166—167]. 


MONUMENT 


Dimensions (from Graham 1977) 


MW HSc WSc MTh 


Lintel 4 0.97m rrm 087m? 0.32m 


Rel 
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2.0 cm 


4An estimate derived by doubling the width of the remaining half. 


Date and Protagonist 


No date survived on the lintel, but the 5 Katun 
glyph noted by Morley (1937—1938: 425) refers 
to Shield Jaguar. 


125. 


Structure 34, Lintel 
4. Drawing by 
Graham (1977: 19]. 
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126. 


Structure 36, Altar 3 
(photo by Maler 
[1903:Pl. 80, No. 1]; 
drawing by Morley 
[1937—1938:Pl. 26a]) 
and Stela 9 (author 
drawing from 
monument). 


S tructures 3 $ and 3 6 the massive stones at the corners of each course 
———M- of masonry. Maler suspected that these were 
(Stela 9; Altar 3) mortuary temples (1903:168). Archaeological 
excavation has not been directed toward this 
type of problem at Yaxchilan, and Maler's idea 
Structures 35 and 36 share a design not found is still unproved. 
in any other building at Yaxchilan. They are ba- 
sically square-based stepped pyramidal plat- 
forms, but with a complex system of inward- 
and outward-projecting stones at the corners, 
as though a square bite had been taken from 


At the foot of Structure 36, Maler found a 
small stela, broken in three pieces, that he 
thought had fallen from the summit of the 
platform. Six uncarved or eroded altars were 
distributed at the foot of the pyramid. 
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Dimensions (from Maler 1903 : 168; Morley 
I937—1938:538) 


H MW Th Sides 
Carved 
Stela 9 1.54 m? o.48m orm IP 


^ Not including the butt. 

bMaler said that this stela had been carved on 
front and back, but I can see evidence of carving on 
only one side of the stone, which is now in the 
MNAH. 


Dia H 


Altar 3 0.78 m 0.15 cm 


Date and Protagonist 


As Morley noted, the inscription of Stela 9 
opens with a Calendar Round at A1—B1. Mor- 
ley had some difficulty in identifying the day 
name, but did make good suggestions pertain- 
ing to the day coefficient, the month name, 
and the month coefficient (Morley 1937—1938: 
426]. I agree with him that the day coefficient is 
II, I2, Or 13, with the most likely being 13, then 
1I, and least likely 12. The month coefficient 
appears to be o or seating, and the month is 
very likely Mac. 


Upon close examination, a youthful human 
profile can be seen in the day-name cartouche. 
A curvilinear line forms a small cap or beanie 
on top of the head and there is some infix in the 
cheek. The lower half of the glyph is the most 
severely eroded. If the month coefficient is o, as 


` it appears to be, then the possible day names 


are Ik, Manik, Eb, and Caban; of these, only Ik 
is commonly written with a youthful profile. 
Thus the possibilities are: 


(9.14.19. 2.2] II Ik o Mac 
(9.17.11.15.2) 

(9.16. 7. 9.2] I3 Ik o Mac 
(9.16.19.12.2] 12 Ik o Mac 


The final clue as to the date of the stela is the 
Bird Jaguar glyph at C2. It seems more likely 
that the stela should pertain to Bird Jaguar IV 
than his grandfather, Bird Jaguar III. Thus we 
can suppose that the date should be between 
9.16.1.0.0 and 9.17.0.0.0, ruling out the 11 Ik 
dates. Both 13 Ik and 12 Ik dates combine with 
o Mac during the reign of Bird Jaguar IV. Be- 
cause the day coefficient appears much more 
like a 13 than a 12, I suggest that 9.16.7.9.2 
13 Ik o Mac is the most likely reading. 

Altar 3 was also associated with Structure 
36. It was discovered by Maler among six altars, 
all of which he thought had once been sculp- 
ted. Two concentric bands of glyphs on the top 
contain eight and fourteen glyphs, of which 
Morley drew only the calendric glyphs (1937— 
1938: Pl. 26a}. I agree with Morley that the date 
is 9.16.1.9.3 12 Akbal 11 Kankin. The altar was 
broken in two. It is fortunate that Maler and 
Morley photographed many of Yaxchilan’s al- 
tars, because their inscriptions are quite illegi- 
ble now. 
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North facade of 
Structure 39. Re- 


Structure 39 
(Stela 10; Altars 4, 5, 6) 


Dimensions, Exterior: 13.80 by 4.63 m; height 
without roofcomb, 6.10 m. 


Dimensions, Interior: 9.29 by 21.3 m; vault 
height, 4.96 m. 


Orientation: 21 (map); 18 (compass). 


Proceeding from Structure 33 past the Struc- 
ture 34 group, over the mound that is Struc- 
tures 37 and 38, and climbing along the ridge to 
its summit, Maler found the South Acropolis 
in 1897. That is the same route taken today by 
most visitors. Another route would have been 
taken in ancient times. The ritual approach to 
the South Acropolis is known by the remains of 
a stairway that ascended from the farthest ex- 
tent of the valley near Maler’s cave (behind 
Structure 1] to the summit of the acropolis at 
Structure 41. 

The orientation of Structure 39 is unusual in 
that it faces far to the north of the other two 
buildings of the South Acropolis. This situa- 
tion creates a plaza approximately 16 by 16 m 
in front of the building. In contrast, little space 
for onlookers exists in front of Structures 40 
and 41. 

A large, low rectangular platform in front of 


the building served as a base for Stela 10, now 
removed. The building is elevated on a plat- 
form of seven steps and a base of an additional 
step. As in most of the buildings at Yaxchilan, 
the three doorways are clustered in the center 
of the facade, making the sides of the chamber 
very dark. The entrances are treated like those 
of Structure 25. Instead of one lintel stone rest- 
ing on the dressed stones of the piers, a cor- 
beled course was added. The corbeling inclines 
slightly, and a smaller lintel is placed above it. 
The doorway forms a semi-quatrefoil shape. 

Most of the ornamentation of the three-part 
facade has been lost. The principal walls are 
now smooth, with no trace of stucco or paint. 
No sculpture survives on the frieze, but a sym- 
metrical pattern of cantilevered stone shelves 
and mortises appears. A shelf is situated di- 
rectly above each doorway. Each shelf is exactly 
as wide as the negative quatrefoil shape imme- 
diately below it, formed by the upper part of 
the corbeled entranceway. Two more shelves 
are located near the top of the frieze, evenly 
spaced between the lower three. At the same 
height, another shelf was located in the center 
of the space between the imaginary vertical ex- 
tension of the doorway and the edge of the 
frieze. I suspect that these shelves supported 
the snouts of frontal monster masks. At the 
base of the roofcomb, over the central doorway, 
is the stone armature of a seated stucco fig- 
ure that would have been slightly larger than 
lifesize. 


mains of roofcomb 
include armature for 
a seated figure over 
the central entrance. 
Photo O 1991 by Lee 
Clockman. 
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128. 


South face of Struc- 
ture 39. Photo © 
1991 by Lee 
Clockman. 


The interior of the building is relatively spa- 129. 


cious. A curtain wall separates the chamber 
into two dark, narrow spaces on the east end. 
Buttresses form niches on the rear wall behind 
the central and southwest doorways. 


Structure 39, section 
by Maler (1903 : 170] 
and plan by Morley 
(1937—1938:575]. 


MONUMENTS 


Dimensions (from Morley 1937—1938: 576, 
$80—582) 
L W Th L Butt Sides 


Stela Io 3.71 mê r.ogm 0.24m 0.73m 4 
?Length of two fragments. 


Dia H Periphery Carved? 


Altar 4 II4m 0.33 m Yes 
Altar 5 0.98 m 024m No? 
Altar 6 1.09 m 0.39 m No 


Structure 39 and its monuments were discov- 
ered by Maler in 1897. Stela ro was on the 
stone platform in front of the building, covered 
with debris. It is now in the MNAH. Altar 6 
was in front of the stela, Altar 5 on the struc- 
ture’s platform, in front of the central doorway, 
and Altar 4 inside the central doorway, care- 
fully placed on stone supports. The altars are in 
their original locations, not protected from the St 10 
elements. All had been carved but were badly r3 
A6 


Oo sm 


eroded when found by Maler. 
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Structure 39, Stela 
IO: a, river side; 

b, d, texts; c, temple 
side. Author 
drawings. 


Dates and Protagonists 


Morley deciphered the glyph 18 Pop on the nar- 
row side of Stela ro (Figure 130d). Assuming 
that the date fell on a Period Ending, he gave an 
array of possible corresponding Long Count 
dates, of which he thought the most likely was 
9.16.15.0.0 (1937—1938:577). Now that it is 
known that a parentage statement for Bird Jag- 
uar IV appears on the stela, Morley’s attribu- 
tion of 18 Pop to 9.16.15.0.0. receives strong 
support. An added bit of supporting evidence 
comes from an observation of costume style— 
the serrated border on Bird Jaguar IV’s loincloth 
first appears on Yaxchilan monuments late in 
his reign. 

Based on the presence of Bird Jaguar IV’s ac- 
cession date on Altar 4 (Figure 131), it is prob- 
ably a monument from the early part of his 
reign. 


Altar 4 9.162.1.0.0 11 Ahau 8 Zec ? 
Altar 5 Eroded 
Altar 6 Eroded 


See Morley’s discussions of these dates 
(1937-1938 : 580-582). 


Construction Completion Date 
Structure 39 and its monuments are probably 


part of an ensemble designed for the ending of 
the hotun 9.16.15.0.0. 
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Structure 39, Altars 


4 and 5, photos by 
Morley (1937—1938: 
Pl. ro6b, 1054]. 
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From left to right, 
Structures 4I, 40, 


Structure 40 


(Stelae 11, 12, 13; Altars 13, 14, 15; 
Painted Interior; Bench with Nine 
Stucco Figures) 


Dimensions, Exterior: 13.85 by 5.01 m; 
height, 5.60 m excluding roofcomb. 


Dimensions, Interior: 11.13 by 2.29 m by 
4.16 m high. 


The central of the three extant structures on 
the South Acropolis (Figure 132), Structure 40 
was probably the second one constructed. The 
building is elevated from the level of the acropo- 
lis by two additional terraces, one 2.25 m and 
the other 2 m high. The freestanding monu- 
ments were situated symmetrically in front of 
the structure. On the upper terrace, overhang- 
ing the top step, directly in front of the central 
doorway, was Altar r4. Along the same axis 
(perpendicular to the building| were placed 
Stela 11, in the center of the middle terrace, 
and in front of it, an uncarved altar on an archi- 
tectural pedestal that projects out from the 
stairway. To the left and right of Stela 11 on the 
middle terrace were erected Stela 12, accom- 
panied by Altar 13, and Stela 13, accompanied 
by Altar 15. 

In typical Yaxchilan style, the facade is orga- 


nized in three horizontal registers (Figure 133): 
unadorned walls once coated with stucco, a 
freize richly decorated with tenoned stucco 
sculpture (now mostly gone} on a stone arma- 
ture (which remains), and a roofcomb, which 
was probably also an armature for stucco 
decoration. 

Alternating semi-quatrefoils and elevated 
cross-shaped armatures form a rhythmic design 
on the front and rear facade friezes, but little of 
the stucco that once ornamented them remains. 
Triple stone shelves at each corner of the build- 
ing undoubtedly supported Chac masks. The in- 
terior of the structure (Figure 134) is a single- 
vaulted chamber divided by unvaulted curtain 
walls projecting inward from the outer jambs of 
the northwest and southeast doorways. On the 
rear wall are two shallow buttresses that form 
aniche 1.50 m wide in the central portion of 
the wall. In the lightless southeast section is a 
low bench once decorated with nine three- 
dimensional seated figures in stucco. Only 
traces of their feet and legs now remain (Figure 
135). They were discovered by Ruppert in 1931. 
Morley described them as representations of the 
Nine Lords of the Night, or the Bolon-ti-ku of 
the Chilam Balam of Chumayel (1937—1938: 
518}. In Structure 40 traces of polychrome paint 
remain on every surface. Maler saw "leaves, 
scrollwork, flowers, interwoven here and there 
with the forms of human beings and animals" 
(1903 : 174). The colors he recognized were dark 


and 39. Stelae 12 and 
I3 are erected in 
front of Structure 4o. 
The three carved hi- 
eroglyphic stairs are 
on the top step of 
Structure 41, cov- 
ered with large flat 
stones. Photo © 
1991 by Lee 
Clockman. 


ue ariz 
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and light red, dark and light blue, yellow, dark 
brown, white, and green. Much of this spec- 
tacular mural has decayed in the last eighty- 
five years. Now a red band is noticeable under 
the vault spring and around the doorways. The 
only recognizable human is a beautifully drawn 
profile face—a long nose, delicate nostril and 
eye, and a rounded chin, adorned with tubular 
bead earplug weights and a half-nose mask that 
forms a squared curl in front of the face. The 
lifesize figure stood on the pier between the 
central and northwest doorways. Elsewhere, 
scrolls and feather shapes are discernible. Paint 
remnants are distributed over much of the inte- 
rior area, but each remnant is small and irregu- 
larly shaped. 


MONUMENTS 


Dimensions (from Morley 1937—1938) 


Sides 
HSc W MTh Carved 
Stela 11 4.00 m I.I5 m o37m 4 
Stela 12 Unmeasured? 
Stela 13 1.73 m 0.43m 023m 2 
a About the same as Stela 13. 
Sides 
Dia H Top Carved 
Altar 13 0.84 m 0.43m Yes Yes 
Altar 14 r.12 m 0.36m Yes No 


Altar 1 Unmeasured ? ? 
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Structure 40 


133. 


South Acropolis: 
Structures 40 (in 
foreground) and 41 
(in background]. 
Photo © 1991 by Lee 
Clockman. 


134. 
Interior of Structure 


40. Photo O 1991 by 
Lee Clockman. 
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Structure 40, Altars 
13 and 14, photos by 
Morley (1937—1938: 
Pl. 105e- f), plan and 

section by Maler 

(1903: 173], and the 

remains of the nine 

stucco figures that 
once decorated the 
low bench in the 
eastern interior wall, 
photo by Morley 
(1937—1938:Pl. 
107c}. 


Altar 14 


In his 1891 visit to Yaxchilan, López de Llergo 
“discovered” the South Acropolis. He saw the 
shaft of Stela 11 leaning but upright in front, 
and found the upper fragment in the grip of a 
six-or-seven-year-old tree (García Moll and 
Juárez Cossío 1986:171). Stela 11 (Figure 136) 
was the only stela still standing when Maler 
visited Yaxchilan in 1897. See his photo of the 
stela on the middle terrace, in line with the 
central door of the structure (1903: Pl. 43). 

In 1964, this piece was among the nineteen 
removed by boat from Yaxchilan by INAH, 
bound for the opening of the MNAH. It arrived 
upstream at Agua Azul (Filadelfia) but was too 
heavy to be transported in the small aircraft on 
the short airstrip. A little-used, longer airstrip 
nearby on the Guatemalan side of the river was 
cleared so that the monument could be taken 
out, but this activity was halted by the Guate- 
malan officials before the stela reached their 
shores. It remained in Filadelfia several years 
until Gertrude Duby de Blom made the effort 
to return it to the site. She and a hotel owner 


, ^ $ fis: POR: ? 
ud EA 


from San Cristóbal had rafts made to float the 
stone downstream. It was hauled ashore just 
south of Structure 5, where it now lies, with 
the flapstaff exchange facing up, under a plastic 
roof. It is still in good condition. 

Two pieces of Stela 12 were found by Maler 
in 1897, inside Structure 40. He found an addi- 
tional piece on the lower terrace, southeast of 
the stela’s presumed original location, though 
he labeled that fragment “Stela 14.” In 1931 
Morley moved the pieces that had been inside 
Structure 40, the top and bottom of the stela, 
down to the location of the middle piece on the 
terrace, and reassembled them. The middle 
section was totally eroded on one side, but a 
figure in profile could be seen on the other side. 
It faced Stela r1. Two glyph panels remain on 
the front and back of the upper fragment, both 
in good condition (Figure 137a, b). The stela is 
now consolidated and standing unprotected in 
front of Structure 40, on the southeast side of 
the terrace. 

Stela 13 was discovered by Maler in 1900 on 
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Structure 40, Stela 
II: a, C, glyphs, au- 
ry thor drawings; 

; b, river side, author 
drawing; d, temple 
side, drawing by 
Linda Schele. Draw- 
ings not to same 
scale. 
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Structure 40, Stelae 

I2 and 13: a, Stela 
12, river side, and 4 

b, Stela 12, temple 


T 
ste dawno | Ue AL kir 


7 P "y » a 
(KAA 
c, Stela 13, river 
: . 5 Ó Ü 
side, author drawing. O Ls 
FRR zi , C.Tate 1186 


the middle terrace, northwest of Stela 11. The 
temple side was in low relief but decent condi- 
tion (Figure r37c], while the sculpture on the 
river side, which fell face up, is almost com- 
pletely indistinguishable. The stela was con- 
solidated and re-erected by INAH, in conjunc- 
tion with the consolidation of the structure. 


Dates and Protagonists 


Stela r1 
S—Ti1 (9.15. 9.17.16) I2 Cib r9 Yaxkin 
j-K1 (9.15.15. O. o) 9 Ahau 18 Xul 
W-X1i (9.15.19. I. 1] I Imix 19 Xul 
C'3-4 (9.15.19.14.14] I Ix 7 Uo 
A1-D3 9.16. I. O. O 1I Ahau 8 Zec 
D'2—15 (9.16. I. o. o] II Ahau 8 Zec 
Stela 12 
A-—Br (9.15.10.17.14] 6 Ix 12 Yaxkin 
IO. 0. 6 DN 
(9.16. I. o. o] II Ahau 8 Zec 
Stela 13 Unknown 
Altar 13 9.02. 0. 0. O ». 8 Ahau 13 Ceh?2 
Altar 14 9.16. I. O. O 1I Ahau 8 Zec?4 
Altar 15 Eroded 


SJ, BJIV 

SJ u cab BJIV 
BJIV 

God K 

BJIV 

BJIV 


SJ 


BJIV 


^ The glyphs of Altars 13 and 14 have continued to erode since Mor- 


ley’s visit, and I cannot offer any better readings than his 


(1937-1938: 525-536, 529—530]. 
Iconographic Theme 


The flapstaff side of Stela 11 has a date that 
fell on summer solstice in the year 741. That 
side of the stela faces the position of summer 
solstice sunrise. Stela 11 is a variation of the 
cosmological-theme stela, but is included in the 
discussion of the flapstaff theme in Chapter 4. 


Construction Completion Date 


Stela 11 may have been among the first monu- 
ments erected by Bird Jaguar IV in the tun of 
his accession. It celebrates his accession as an 
event arrived at after a long series of other cere- 
monies. The death and the posthumous event 
of his father are prominently featured. 
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Structure 41. Author 
photo. 


Structure 41 


(Stelae 15, 16, 18, 19, 20; Stalactite 
Stelae; Hieroglyphic Stairway 4) 


Dimensions, Exterior 


Area, 13.36 by 4.82 m. Front buttresses or walls 
of exterior structure project between 1.22 and 
I.60 m from original facade. 


Dimensions, Interior 


Southeast chamber, 1.52 by 2.43 m. Central 
chamber, 5.18 by 1.72 m. 


Orientation: from central doorways, 49—51 


(compass), 54-57 (map); facade, 322 
(compass). 


Originally the approach to Structure 41 and the 
South Acropolis must have been through the 
valley that opens between Structures 1 and 20, 
past Maler’s cave, and up a very long, very steep 
stairway. Only traces of this stairway are vis- 
ible, but the trail is marked by ancient altars and 
stone basins. In A.D. 755, upon arriving at the 
top of this breathtaking ascent, one would have 


been immediately confronted by three towering 


stelae, each bearing the image of a submissive 
captive and the victorious Shield Jaguar in his 
warrior garb. On a terrace 1.5 m higher were 
placed two additional stelae, smaller than the 
first three. To the right was a view of Struc- 


tures 40 and 39 on the northern end of the 
acropolis. 

Proceeding up the three terraces that sup- 
port Structure 41, one reached the base for the 
building. Set into the stucco floor, before each 
of the doorways, was a carved stair tread. The 
structure is elevated on one additional step. 

Across the facade ranged a series of project- 
ing masonry elements composed of two paral- 
lel walls 1.5 m tall with a shelf between them 
that may have held a lifesize stucco seated fig- 
ure. Between the center two masonry thrones, 
the central doorway to the structure was formed 
in a corbeled step. A band of stucco glyphs 
formed an inscription under the cornice on all 
four sides of the facade. The frieze was richly 
decorated with frontal monster masks. A roof- 
comb extended the decoration skyward. 

Annually, on summer solstice, the sun's first 
rays pass through the center corbeled doorway 
and shine onto the bench on the rear wall. The 
structure has now lost much of its past gran- 
deur. In Maler's time, this building was in the 
worst condition of those on the South Acropo- 
lis (Maler 1903:178). The vaults were mostly 
fallen and the interior filled with debris. The 
debris covered the projecting masonry thrones 
on the front facade. Through a small passage 
into the interior, Maler saw that the interior 
walls had small projections. He thought that 
some remodeling had been done. The two lat- 
eral doorways had been narrowed also. At some 
time, the entrance to the northwest chamber 
had been walled up with stones that form a 
true arch. 


The structure was consolidated in 1979 and 
1980 by INAH, and it became clear that it un- 
derwent at minimum two phases of construc- 
tion in ancient times. Not only the building 
but the several terraces as well have two or 
more layers of masonry. Of the exterior decora- 
tion, no trace now remains on the building of 
the lifesize enthroned figures that I propose sat 
on the projecting masonry thrones, but much 
flaked stucco can be seen littering the terrace. 
Even over the past two years, the long-snouted 
monster masks have deteriorated significantly. 
The first time I saw Structure 41 in 1983, the 
form of a long-snouted supernatural was vis- 
ible in the frieze on the northeast corner of the 
front facade, above the two projecting walls. In 
March 1985, fragments of that mask had fallen 
(Figure 139], and I photographed a portion of 
the snout and eye. In 1931, Morley counted 
eleven stucco glyphs in the band below the cor- 
nice, three on the front, two on the northwest 
side, and six on the rear. A careful examination 
in 1985 revealed parts of no glyphs in front, one 
on the northwest side, and three on the rear 
(see Figure 140). 

The interior of the structure was always 
small, and the walls extremely massive. A 
bench runs across the back wall of the central 
chamber. The entranceways, which have been 
narrowed, are now only o.56 and 0.61 m wide, 
the central one being the widest (see Figures 


IA4I, 142). 
MONUMENTS 


Dimensions (from Morley 1937—1938; Maler 
1903; Graham 1979) 


H HSc 

Stela 15 1.85 m I.33m 

Stela 16 1.95 m 0.98 m 

Stela 18 3.77 Mm 2.70 m 

Stela 19 4.004 m Unknown 
Stela 2o 3.56m 2.70 m 

Of six stalactite columns, one measures 2.80 m 
in length and the others are not measured. 

At least five circular altars, unmeasured and 
eroded, are associated with the stelae. All are 
still on the terraces of Structure 41. 

H MW HSc 
Hieroglyphic 
Stairway 4 
Step I 1.20 m 0.50 M I.or m 
Step II o.89 m 0.58 m Unknown 
Step III I.40 m 0.72 M 1.05 M 


MW 


0.68 m 
0.76 m 
1.42 M 
1.44 M 
1.41 m 


WSc 


0.38+ m 
Unknown 
0.44 m 


Th 


0.16 m 
0.31 M 
0.24 m 
0.25 m 
0.27 m 


MTh 


0.08 m 
0.16m 
0.18 m 


Sides Carved 


Rel 


0.4 cm 
Unknown 
0.9 cm 


139. 


Fallen monster mask 
nose from facade of 
Structure 41. The 
height of the nose is 
approximately 2 

feet. Photo © 1991 
by Lee Clockman. 
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Sole remaining 
stucco glyph from an 
inscription that once 

circled Structure 41 
underneath the cor- 
nice: a, in 1985, au- 
thor photo; b, in 
1989, photo © 1991 
by Lee Clockman. 
Note deterioration 
of glyphic element 
at upper left. 


Stela 15 (Figure 144) was discovered in 1900 by 
Maler. When it fell, it broke into two pieces, 
one large and one much smaller. The smaller 
piece is still missing. It contained the figure of 
the captive Ah Ahaual. The stela probably had 
been erected near where it was found, on the 
south-southeast side of the middle platform. It 
was taken to MNAH in 1964. 

Stela 16 (Figure 144) was also discovered by 
Maler, fallen upon the lower terrace from the 
north side of the middle terrace. The stone 
broke in the middle when it fell. The form is 
unusually rectilinear for a stela; most stelae are 
rounded at the top. Maler thought that a high- 
relief sculpture of the "deity," or temple, side 
lay exposed to the elements and was destroyed, 
and that the downward face corresponded to 
the “human” or river side (1903: 180). Morley's 
description differs. He states that "The front is 
sculptured with a human figure and glyphs all 
in very low relief, the sides and back being 
plain" (1937—1938: 398]. He gives a chart of the 
heights of the sculptured panels of the seven 
shortest stelae, and Stela 16 is the smallest at 
0.96 m. This scale is common among lintels, 
however. For example, the Lintel 8 sculptured 
panel is 0.99 by 0.78 m; Lintel 35 is 0.97 by 
0.55 m; etc. The iconography of Stela 16 is that 
of a frontal figure with a profile head holding a 
particular staff I call a flapstaff. All other single- 
figure monuments at Yaxchilan utilizing this 
theme are lintels. The evidence suggests that 
this monument may have originally been a lin- 
tel and that it was re-used as a stela. Examina- 
tion of the piece could clear up this question, 
but the present location of the monument is 
uncertain. It may be buried on the terrace of 
Structure 41. 

Stela 18 (Figure 145) was discovered by Maler 
in 1900. It had fallen to the lowest level of the 
South Acropolis from its apparent original po- 
sition as the northernmost of the three giant 
stelae on the first platform. The stela had bro- 
ken into four large pieces, the topmost of which 
had tumbled down the hillside. Somehow all 
the pieces must have fallen with their river 
sides down. The only serious damage to that 
side is at the breaks in the stone. The temple 
side is blurred, and only the outline of the fig- 
ure and glyphic areas can be discerned. 

Stela 19 (Figure 146) broke into so many 
pieces when it fell that Maler said he did not 
try to count them. This largest of the stelae on 
the South Acropolis apparently fell from the 
center of the lower terrace. Maler reported re- 
lief sculpture on the front and back and "infe- 
rior incised work” on the narrow sides (1903: 


243 


Structure gI 


141. 


Central doorway of 
Structure 41, look- 
ing inward. Note 
stepped top and ad- 
ditional construc- 
tion on exterior of 
building, as well as 
inside the corbeled 
doorway. Photo © 
1991 by Lee 
Clockman. 


142. 


Southeast doorway 
of Structure 41. 
Note that it was nar- 
rowed and that addi- 
tional walls were 
added to the facade. 
Photo © r991 by Lee 
Clockman. 


244 


The Site and Its 
Monuments 


143. 


Structure 41 with 
Altar 13 in fore- 
ground. Photo © 

1991 by Lee 
Clockman. 


181). Most of the pieces landed river side down. 
Maler reassembled the stela for photography, 
and I suspect that it remains where he left it, 
on the lower terrace of Structure 41, now cov- 
ered with dirt and stones for protection. 

Maler discovered two large pieces of Stela 20 
in 1900. The upper piece is considerably pointed 
in shape (see Figure 146). It was the southern- 
most of the three grand stelae on the lower ter- 
race. I suspect that it rests on the lower terrace, 
covered with earth. 


Dates and Protagonists 


Stela 15 (9.12. 8.14. 1) r2 Imix 4 Pop SJ 

Stela 16 4 

Stela 18 (9.14.17.15.12) 3 Eb 14 Mol SJ 
[9.15. 0. 0. O 4 Ahau 13 Yax]? 

Stela 19 (9.12. 8.14. o) rr Ahau 3 Pop SJ 
[9.12. 9. 8. 1 s5Imix4 Mac] 

Stela 20 (9.13. 9.14.14) 6 Ix 16^ Kankin SJ 


[9.13.10. o. o 7 Ahau 3 Cumhu]? 


4See discussion following. 


"Error; should be 17 Kankin (see discussion below). 


The date of Stela 16 is difficult to reconstruct 
because the day name and its numerical coeffi- 
cient are eroded. The 5 Katun Ahau title and 
the name of Shield Jaguar clearly place it within 


the reign of Shield Jaguar the Great. The coeffi- 
cient for the day is 6, 7, or 8, and the day name 
could be Cimi, Chuen, Cib, or Imix. A month 
position of r9 Yaxkin is clearly visible. The use 
of the flapstaff and a particular costume relate 
the event to the summer solstice. Summer sol- 
stice fell in the month of Yaxkin during the 
reigns of Shield Jaguar and Bird Jaguar. The pos- 
sibilities are: 


9.I5. 3.16. 6 6 Cimi 19 Yaxkin 24 Jun 735 
9.I4.II.I3. 6 7 Cimi 19 Yaxkin 27 Jun 723 
9.15. 4.16.11 7 Chuen 19 Yaxkin 23 Jun 736 
9.15. 5.16.16 8 Cib 19 Yaxkin 23 Jun 737 
9.I4.IO.I3. I 6 Imix 19 Yaxkin 27 Jun 722 
9.I4.I2.I3.II 8 Chuen r9 Yaxkin 26 Jun 724 


Of these possibilities, 7 Chuen 19 Yaxkin is 
strong because it is close to the solstice and 
was during a period late in his life when Shield 
Jaguar documented bloodlettings and dedica- 
tions as well as captures. Summer solstice fell 
about 20—21 June in this era. For a more thor- 
ough discussion of summer solstice rituals and 
phenomena, see Tate 1985. 

About the deity, or temple, sides of Stelae 
18, 19, and 2o, Maler recorded some observa- 
tions. On Stela r8: "It is with great difficulty 
that a large upright figure in profile can be rec- 
ognized. There was no subordinate figure, but 
all the spaces of the background were filled in 
with glyphs. The upper finish of the deity side 
was formed by two ovals, each containing a 
small human figure" (1903 : 181). lam surprised 
that Maler considered this stela to be in such 
poor condition. He probably had turned it so 
that the river side received the best light and 
consequently was unable to discern much 
about the more eroded temple side. In its pres- 
ent location at MNAH, the temple side of the 
stela receives raking light from the rear win- 
dow of the Maya Hall, and the outline of the re- 
lief stands out clearly. Shield Jaguar stands in 
profile, facing the viewer's right. He wears the 
typical Yaxchilan bloodletting costume. From 
both outstretched hands, his blood flows into a 
basket. A form appears in the narrow portion to 
the right of the basket. Outlines of a skyband 
with pendant deity heads and two ancestor car- 
touches above can be seen. 

Since the river sides of Yaxchilan stelae re- 
corded either Period Endings or accession anni- 
versaries closely following the event on the 
temple side, Stela 18 river side probably was a 
record of the 9.15.0.0.0 Period Ending. 

On Stela 19, Maler reported: "On the badly 
weathered deity side, one can recognize with 
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144. 


Structure 41, Stelae 
15, photo by Maler 
(1903: Pl. 79, No. 1}, 
and 16, photo by 
Morley (1937— 1938: 
Pl. ro4c]. 
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Structure 41, Stela 
18: a, temple side, 
author drawing from 
monument and 
photo by Martin 
Diedrich; b, river 
side, drawing by 
Graham. 


difficulty a figure standing upright. At its feet 
there are some remains of sculpture, with re- 
gard to which it can no longer be determined 
whether they are part of a crouching personage 
or of some other object . . . The deity side has, 
as a finish to the top, two ovals containing 
little human figures, with a half length picture 
between them, as it seemed to me" (ibid.: 
181—182). 

About Stela 20: “... it can be determined 
that the subject of the representation is the be- 
neficent god with the chest of good fortune be- 
fore him on the ground, and beside it a suppli- 
cant for benefits. ... The upper finish of the 
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Stela 19 


deity side is so blurred that it is impossible to 
make anything out of it" (ibid. : 182). 

Maler’s “beneficent deity" and “chest of 
good fortune" are images of a ruler letting blood 
on a Period Ending, his accession, or an anni- 
versary of his accession at Yaxchilan. So if we 
assume that the temple sides of the three stelae 
also follow this pattern, it may be possible to 
reconstruct the specific dates commemorated 
in the eroded glyphic texts. 

Tatiana Proskouriakoff wrote that Stela 19 
was probably the first stela erected in front of 
Structure 41 (1963:158], and that it was proba- 
bly the original record of the capture of Death 


2 OVERS ea 
E ¢ «uu (T t 
.- 2 -— 
S "Es ee C zu. 172 
‘ A f. > d 
a r y . 5 , 
uui em. 
"a sa 
ae = C 
x č ^". TS 
, 4 ^ CX ‘ae 
j| e SoS CN 
1 = d i = -- > CN i V 
1 | ANLA} 
i a ~ Ņ \\ \ 
em ^ \ | 
— S) | ) | | | 
rc » ~ j f 
E -— | 3 CN Pi A 
per, >> V/ 
ea , Y a ^ 27. 
B S " 20. 
€ "n a FA Cy 
, || ` 
| | ? SN \ V M 
".- Y^ ^ ` UEA) 
j 
2L M 
REN) C ^ KP | | 
HON < du 
l c pe f Á i 
“i BA A/UN 
"o 
N Ui 
LAE 
"s MY / 
< 
v tH / 
Iu Fo 
oie 9i j 
247 
SOP ast A 
^ A Ie — 
P c$ e Lo ` 
Lt Ho 
4 ~~ 
AF 
\ 
e E Í 
> u A 
Ne A 
\ i 
T. M 
O 9 sh 
= 9 iy ę 
98 /» 
$5/] 
© "9i $ 
e 1 | 
Ny 1 L 
e * 
el 
Stela 20 


247 


Structure 41 


146. 


Structure 41, river 
sides of Stelae r9, 
photo by Maler 
(1903:Pl. 77, No. 2), 
and 20, author draw- 
ing after field sketch 
by Ian Graham. The 
temple sides of these 
stelae are carved 
with bloodlettings 
and ancestor 
cartouches. 
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Structure 41, plan by 
Morley (1937— 
1938:397) and Hi- 
eroglyphic Stairway 
4, Steps I and III, 
drawings by Graham 
(1982: 175, 176]. 


Wy iy 


ZZ 


Hieroglyphic steps 


(ibid: 160], the prisoner whom she realized was 
the same as Ahau, and whom we now call Ah 
Ahaual. Her reason was that Stela 19 records 
the capture of Ah Ahaual one day previous to 
the record of the same event on Lintel 45, on 
Step III of Structure 44, and on Stela 15. These 
three monuments record the date as 12 Imix 4 
Pop, which is conveniently exactly 12 uinals 
and o kins before Shield Jaguar’s accession. 
When he captured Ah Ahaual, Shield Jaguar 
was in his early thirties. He had not yet at- 
tained the 3 Katun Ahau title. Accordingly, 
among the glyphs that remain on Stela 19, no 
Katun title is found. 

Accepting that Stela 19 was carved contem- 
poraneously to 9.12.8.14.0, the date of the cap- 
ture of Ah Ahaual on the river side, then the 
temple side, that is, the image of a bloodletting, 
should record one of two events: Shield Jaguar's 
accession on 9.12.9.8.1, or the hotun ending 
9.12.10.0.0. I think that it is most likely the 
record of his accession because no known stela 
records this important occasion, it was the tall- 
est stela in the group, it was definitely carved 
while he was under sixty years of age, and it 
was the most prominently placed of all Shield 
Jaguar's stelae. 


Scribal errors confuse the dating of Stela 20. - 
The text records the capture of Ah Kan Cross 
on 6 Ix 16 Kankin. However, that is not a pos- 
sible Calendar Round. If 16 Kankin is corrected 
to one day later, 17 Kankin, the corresponding 
Calendar Round is 9.13.9.14.14, or 17 Novem- 
ber 70r. Looking for clues to this problem, 
Proskouriakoff noted that a date for Shield Jag- 
uar's capture of Ah Kan Cross, 5 Ix 17 Kankin, 
was inscribed on Lintel 46. Of an unfortunately 
eroded Initial Series on Lintel 46 survive 14 ka- 
tuns, 5 Ix, G3 of the Lord of the Night series, 
and 17 Kankin, leading to the Long Count 
9.14.1.17.14, or 4 November 713. The correct 
Lord of the Night seems to substantiate this 
Long Count as the correct one for the event. 
Proskouriakoff suggested, "Although there is a 
seeming discrepancy of 12 years in the dates, 
their calendar-round position: 3Ix 17 Kankin 
and 6Ix r6 Kankin are suspiciously similar 
[sic.]. One of these notations may be in error, or 
the later historians of Yaxchilan, puzzled by 
the date on Stela 20, may have relied on inde- 
pendent historical evidence to place the event 
I2 years later" (Proskouriakoff 1963 : 160— 161]. 

Concerning the impossible Calendar Round 
6 Ix 16 Kankin on Stela 20, it has been sug- 


Step III 


gested that the 1 k’in head variant glyph pre- 
ceding the Calendar Round notation might be 
an indication that the day name and the day of 
the month changed at different times of day. 
Thus, when 6 Ix began to be counted (perhaps 
at noon), 17 Kankin had not yet arrived (per- 
haps changing at midnight). This unusual in- 
scription of 1 k’in may indeed refer to the ne- 
cessity for adding a day to the haab, making 6 
Ix 17 Kankin (9.13.9.14.14) the correct date of 
the capture of Ah Kan Cross. Added bits of evi- 
dence supporting 9.13.9.14.14. as the correct 


inscribed sent a message to the Calendar Priest: 
We need the correct lunar data for 6 Ix 17 Kan- 
kin. The Calendar Priest was having trouble 
calculating the correct lunar information for a 
date fifteen tuns earlier. He then assumed that 
the artists wanted the lunar data for the day 5 
Ix 17 Kankin, which had occurred only four 
tuns ago. Elegant Knot just wasn't thinking 
when he accepted this information and drew it 
with his finely pointed brush on the stone. 


249 


Structure 41 


Hieroglyphi 
date of the capture of Ah Kan Cross are the 3 g% B dd "t 
Katun Ba-te and 3 Katun Ahau titles on Stela step I i. Bye damas Se ee 


20 for Shield Jaguar, who would indeed have 
been in his third katun of life at the time. But 
why, then, did the scribe of Lintel 46 record the 


Step III No verb or protagonist 
Capture of "Q" by BJIV 


Accession of BJIV 


2 Ahau 13 Zec 
6 Caban 5 Pop 
II Ahau 8 Zec 


9.16.0. O. O 


(9.16.0.13.17) 
(9.16.1. o. o) 


event as having occurred on 9.14.1.17.14 5 Ix 
17 Kankin, supplemented with full lunar data? 
Shield Jaguar was alive when both monuments 
were carved—it was not a problem created by 
“later historians." This becomes more vexing 
when one realizes that the same scribe, Elegant 
Knot Artist, wrote both texts! 

I suspect that Elegant Knot Artist or his cal- 
endar priest had drunk a bit too much balche 
when the Lintel 46 text was composed. Their 
intent with the Structure 44 lintels was to cele- 
brate historical captures, as is shown by the ref- 
erence to the deeds of past kings. Perhaps ordi- 
nary human inadequacy was responsible for the 
mix-up. Consider this scenario. In 9.14.5.0.0, 
when the lintels were being carved, the person 
responsible for selecting the information to be 


Construction Completion Dates 


Clearly monuments from two reigns, those of 
Shield Jaguar and Bird Jaguar IV, are associated 
with Structure 41. I suspect that this building 
was used over at least four reigns. The interior 
structure (with the fallen vaults) may have 
been constructed during the reign of Knot Eye 
Jaguar II. Bird Jaguar III may have remodeled it. 
Shield Jaguar erected his stelae in front of his 
grandfather's structure, a practice seen again 
later at Yaxchilan (Structure 44). Finally, at the 
beginning of his reign, Bird Jaguar IV set the hi- 
eroglyphic steps that linked his own accession 
and pre-accession capture with similar events 
in his father's reign. 
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Structure 42, Lintels 
41-43, drawings by 
Graham (1979:91, 
93, 95], section and 
plan by Maler 
(1903: 184]. 
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Lintel 41 


Structure 42 
(Lintels 41, 42, 43) 


Dimensions, Exterior: 14.45 by $ m. 
Orientation: 110 (compass). 


Maudslay called Structure 42 House L on his 
map (1889—1902: 2 : Pl. 78). He illustrated parts 
of Lintels 41 and 43 (ibid. : P1. 95). Maler visited 
the West Acropolis in 1897 and made a plan and 
an elevation. Because the interior of the struc- 
ture is filled with debris, it is impossible to 
confirm Maler’s plan. The entranceways are 
also half full of debris. Maler reported an “in- 
volved pattern of red bands . . . and red and blue 
scrollwork” on the interior of the doorjambs 
(1903: 184). I could not see any paint. The West 
Acropolis has been off limits since I have been 
working on the history of Yaxchilan, so my ex- 
plorations of the area have not been as thor- 
ough as I would like. Structure 42 is situated 
southwest of Structure 19. The base of the sys- 
tem of terraces that kept the soil of the West 


Acropolis in place overlaps the subterranean 
labyrinthine chambers west of Structure r9. 
From there, numerous terraced stone walls 
were revealed and consolidated by INAH. They 
rise up to a broad platform about 5 m wide. Re- 
mains of three more series of steep terraces and 
platforms litter the steep hillside southwest of 
Structure 19. 

Rubble with occasional well-placed stair 
blocks extends from the doors of Structure 42 
east to a broad platform overlooking Structure 
19. From there it is a swift descent to the plaza, 
one that terminates with the stairs immedi- 
ately south of Structure 19, as seen on the map 
(Figure 2). Two other approaches to the West 
Acropolis are currently in use, one northwest 
of Structure 36, through the “saddle” in which 
Maler noted numerous small mounds, the other. 
leading from the camp trail, turning south, and 
ascending near Structure 32. This trail leads 
past Structures 45 and 44 and goes near a cave 
below an escarpment. The cave is about 4 by 4 
m and about 2 m high. I saw no traces of pot- 
tery or other objects within on 20 June 1985. 

Consolidation of buildings on the West 
Acropolis was begun by a Japanese archaeology 
program in 1989, in cooperation with INAH. 
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Dimensions (from Graham 1979) 


MW HSc WSc MTh Rel 


I.6 cm 
0.7 cm 


Lintel 41 0.93 m r.r5 m? 0.76 m 
Lintel 42 0.98 m r.o8 m 0o.84m 
Lintel 43 0.92 m 1.09m 0.77m 


0.43 m 
0.33 m 
0.30 m 


? Approximate. 


Maudslay saw the upper half of Lintel 41 in 
1882. It had fallen out of the doorway. When he 
requisitioned monuments for the British Mu- 
seum, this was among them. In 1886 Gorgonio 
López and brothers thinned the upper half of 
the lintel and sent it, packed, to London. It is 
now in the British Museum collection (Graham 
1979:92). The Fourteenth Central American 
Expedition found the lower right quarter in 
1931, also on the ground. Morley photographed 
it then. Until 1989, the fragment was perched 
precariously, face up, on the mound of debris in 
front of the south doorway of the structure. 
Maudslay (1889— 1902: Pl. 96) viewed Lintel 
42 in situ in 1882, over the central doorway of 
the structure. He made a paper cast of the lintel 
and photographed it. Maler (1903: Pl. 66) pho- 
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tographed the lintel in situ, as did Ian Graham 
(1979:93], who took four detail photos because 
of the minimal distance from which it is pos- 
sible to view the lintel. The lintel is still entire 
and in situ. Water has filtered through the roof 
and saturated the lintel. The stone oozes water. 
Lintel 43 had broken and the upper piece of 
the sculpture had fallen into the debris by the 
time Maudslay photographed it in 1882 (1889— 
1902:Pl. 95). The lower part remained in situ 
until Maler removed it and took it outside 
(1903: Pl. 67). The chips from the left side have 
not been located. In 1964 the upper and lower 
parts were taken to MNAH, where they were 
consolidated and are now on display. 
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Lintel 41 (9.16.4.1.1} 7 Imix 14 Zec BJIV, LAI 
Lintel 42 (9.16.1.2.0) 12 Ahau 8 Yaxkin BJIV, CoM 
Lintel 43 (9.16.1.8.6) 8 Cimi 14 Mac BJIV, Lady Ix 


Construction Completion Date 


The building was probably erected with its 
iconographic and ritual twin, Structure 1, by 
9.16.6.0.0. 
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Structure 44, plans: 
a, by Morley 

(1937— 1938: 441], 
showing possible lo- 
cations of stelae; 

b, by Graham 
(1982: 165). 


Structure 44 


(Stelae 14, 17, 21, 22, 23, 29; Lintels 44, 


45, 46; Hieroglyphic Stairway 3; 
Interior Painting) 


Dimensions, Exterior: 12.96 by 4.5 m, 
approximate (Maler 1903: 187). 


* * 
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Orientation: 37 (map). 


In 1882 Maudslay named this structure House 
M. He photographed the three lintels and, in 
his publication, mistakenly included a picture 
of Stela 5 in this group (1889— 1902 : 3: Pl. 97). 
During his investigation of the West Acropolis, 
Maler thought that Structures 42 and 44 had 
similar plans. He photographed the lintels and 
decried what he called their "calcination" due 
to the improper application of the technique of 
drying paper molds with a fire set under the 
lintel. He also chopped through the bush and 
slid down a terrace in front of the building by 
means of some stone steps, and encountered 
below the structure and in line with the central 
doorway a large monument that he assumed to 
be a sacrificial altar set in the masonry of that 
terrace (Maler 1903: 189). 

On 29 and 30 April and 1 May 1931, Ruppert 
completely excavated the front doorways of the 
structure and found that, in addition to the bro- 
ken lintels above, each entrance had a carved 
landing and a second carved step below, except 
the middle doorway, whose upper step was the 
“sacrificial altar" found by Maler (Morley 
1937—1938 : 443]. 

The provenience of the stelae is discussed 
below. 

Structure 44 faces north-northeast, and 
would provide a view of the river if the large 
trees were cleared. Very little space for public 
gatherings exists around the structure. There is 
a large plaza behind it, but the building faces 
away from this space and has no entrance lead- 
ing to it. Maler described the terrace in front of 
the structure as being 4 m wide, but it seems 
very narrow now, perhaps 2.5 m. Maler may 
have been correct when he indicated that the 
terrace near Structure 47 was probably the pub- 
lic space for witnessing ceremonies performed 
upon the platform of Structure 44. 

The building is composed of a single vault. 
Its one chamber is subdivided by transverse 
piers, two attached to the rear wall and two to 
the side walls of the outer entrances (Maler 
1903 : 187 posits the existence of rear transver- 
sal buttresses). Now the building has largely 
fallen, and debris fills the interior. Some of the 
frieze remains, and the vaults may be salvage- 
able. On the frieze are mortises for tenoned 
sculpture. The red bands over white stucco can 
still be seen on the doorjambs. The interior of 
the temple cannot be seen and I am unable to 
deny or confirm Maler's suspicion that it was 
also painted. Traces of red paint remain on the 
lintels. 
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Dimensions (from Morley 1937— 19568; 
Graham 1979; 1982) 


H HSc MW 
Stela 14 2.184 n* 1.70m 1.43 M 
Stela 17 1.73 m? Unknown 0.86 m° 
Stela 21 Unknown Unknown 1.0 m? 
Stela 22 About the same as Stela 23 
Stela 23 1.15 m? Unknown 0.69 m 
Stela 29 One fragment only, 

unmeasured 

? Approximate. 


"This is the combined height of two of the three fragments. 


‘Measurement of the A (upper) fragment. 
Measurement of the bottom of two fragments. 


MW HSc 
Lintel 44 0.98 m 0.98 m 
Lintel 45 1.07 m 0.92 m 
Lintel 46 1.04 M 0.96 m’ 
a Approximate. 
H MW HSc 
Hieroglyphic 
Stairway 3 
Treads 
Step I 1.65 m 0.72 m 1.53 M 
Step II I.46 m 0.75 m 1.29 m 
Step III 1.98 m 075m Unknown 
Step IV 1.80+ m 0.70 m I.20 m 
Step V 1.61 m 0.71 m I.52m 
Step VI 1.43 m 0.78 m 1.34 m 
Risers 
Step I 0.30 m 0.22 m 
Step III 0.30 m Unknown 
Step IV 0.32 m 0.18 m 


Stela 14 was discovered on 20 April 1931 by 
John Bolles of the Fourteenth Central Ameri- 
can Expedition. He found six pieces of this 
monument on the slope below Structures 44 
and 45. The fragment showing the carved head 
was found three days later, much higher on the 
slope. Morley presumed that it had stood on 
the northeast section of the terrace of Structure 
44. Morley and his crew tried piecing the monu- 
ment together and photographed it (Morley 
1937—1938:Pl. 108a, b, and 104d). He drew 
some of the date (ibid: Pl. rob). Peter Mathews 
has made a drawing that makes much more 
sense of the fragments (see Figure 150). I am un- 
aware of the present location of the fragments. 

Stela 17 (also shown in Figure 150) was dis- 
covered by Bolles on 20 April 1931 about 30 m 
below the terrace of Structures 44 and 45. Mor- 


Carved 
Th Rel Sides 
orm 2.5 cm I 
o.O14 m^ Unknown Unknown 
o.9m Unknown 1 
2 
0.16 m Low y 
I 
WSc MTh Rel 
0.84 m? 0.30 M 2.0 cm 
0.92 M 0.24 M 2.1 cm 
Unknown 0.26 m L7 cmê 
WSc Rel 
0.60 m I.O cm 
0.61 M I.j cm 
Unknown Unknown 
0.58 m 0.9 cm 
0.60 m 1.0 cm 
0.70 m I.5 cm 
I49m 
Unknown 
I47m 


ley states that because the relief is of higher 
quality than the other stelae on this acropolis, 
it must have been placed near the center of the 
group, an argument I cannot defend (Morley 
I937—1938:461) Two carved pieces and a 
blank dressed piece were located. In 1987 the 
stela was near a big anthill on the terrace ro m 
below Structure 44. 

Of Stela 21 (Figure 151) two fragments were 
found on 22 April 1931, one by an indigenous 
laborer.of the Fourteenth Central American Ex- 


pedition, and one by Miguel de la Cruz, of the 


family of the guardians of the site. Both were 
located directly in front of Structure 44, "on 
the slope of the terrace, just below the top" 
(Morley 1937—1938:462, Pl. 104b). I am not 
aware of its present location. 

A few days after the discovery of Stela 21, 
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Bolles unearthed another stela about the same 
size on the slope to the northeast of the terrace 
of Structure 44 (Morley 1937—1938:465, Pl. 
178Ae, Fig. 68). On Stela 22 (see Figure 151) 
only one figure survives, although it was origi- 
nally carved on two sides. The figure wears a 
headdress consisting of a coiled element, 
kneels, holds a fan-like shield similar to the 
one on Step III of Structure 44, and faces to the 
viewer's right. It was probably one of two such 
figures, and was in a register below a standing 
figure, according to Morley (ibid.). With luck it 
will be found and published soon as a result of 
the cooperation between Japanese university 
and INAH archaeologists. 

Two fragments of Stela 23 (Figure 152) were 
discovered by Bolles on 27 April 1931 "on the 
terrace level in front of Structure 44, but so far 
to the left [southeast] that it must have been 
the left or southeast monument in front of 
Structure 44” (Morley 1937—1938:463, Pl. 178 
A a, b). In the early 1950's, another beautifully 
carved fragment was found by Ulises de la Cruz, 
a guardian of the site. It was published in Frans 


Blom and Gertrude Duby de Blom's La selva 
lacandona (1957) and delivered to the Museo 
Regional in Tuxtla Gutiérrez by Blom in 1955. 

Of Stela 29 (Figure 151) one piece was found 
on the terrace below Structures 45 and 44 in 
April 1931 by someone in the Fourteenth Cen- 
tral American Expedition. It was not measured, 
but Morley photographed it. 

Lintel 44 was probably seen by Maudslay, 
but it was first described by Maler, who saw 
parts of it in situ. Maler did not publish a photo 
of fragmentary Lintel 44 and presumed that the 
missing pieces had been carried away (1903: 
187). In 1931, while cleaning the front of the 
structure, Ruppert noted two deeply buried 
fragments in the debris of the doorway. They 
contained carvings of glyphs and formed the 
left edge of the carved scene (Morley 1937— 
1938:451). The lintel is broken into five main 


Structure 44, Stelae 
I4, drawing by Peter 
Mathews, and 17, 
photo by Morley 
(1937—1938: 

Pl. 178Ha]). 


Stela 14 Stela 17 


Stela 29 


Stela 22 


Stela 21 
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Structure 44, Stelae 
21, drawing after 
photo by Morley 
(1937-1938: 

Pl. 104b), 22, photo 
by Morley 
(1937-1938: 

Pl. 178Ae), and 29 
(fragment), drawing 
by Peter Mathews 
after Morley 
(1937-1938: 

Pl. 1044]. 


152. 


Structure 44, Stela 
23, lower front and 
back, drawings by 
Peter Mathews. 
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Structure 44, Lintels 
44—46. Drawings by 
Graham (1979:97, 
99, 101). (See also 
Figures 9— 12.) 


Lintel 46 


fragments, three of which until consolidation 
work in 1989— 1990 dangled over the abyss of 
the doorway. Others lay on the sill of the door- 
way. Much of the lintel has not been found. 
Maler thought that damage done to the outer 
(right) edge of the lintel was caused by a fire lit 
to dry the paper molds that were made at the 
request of Maudslay. 

The majority of Lintel 45 is still in situ over 
the middle doorway of Structure 44, where it 
was discovered by Maudslay. He made a paper 
mold, now in the British Museum. The lintel is 
cracked through, and it is amazing that it is 
still in place. It drips with the moisture that 
seeps through the cracked and fallen roof above 
it. As can be seen from Ian Graham's drawing 
(Figure 153], its condition varies greatly from 
totally eroded and flaked to excellent. Red 
paint can be seen, particularly behind the legs 
of the principal figure, Shield Jaguar. 

Some of the five fragments of Lintel 46 were 
for some years propped up with long sticks in 
the northwest doorway of Structure 44, where 
they had been discovered by Maudslay in 1882. 
The large central fragment fell between 1900 
and 1931 (Graham 1979: ror). At this writing, 
the sticks have fallen and nothing supports the 
fragments. Maler attributed the destruction of 
the surface to fire, as in the case of Lintel 45. 


Red paint can be seen in the background area, 
especially in the corners protected by the higher 
relief of the figures. 

Maler believed that he had discovered a 
unique type of monument on the edge of the 
second platform from the top of Structure 44, 
in line with the central doorway of the temple 
(1903:189). Because of its location, it seemed 
to be a planned part of the masonry (as it per- 
haps was], and Maler dubbed it a sacrificial 
stone. He turned it on its side and photographed 
the top. Apparently he felt that it was too much 
effort for too little information to set the carved 
front edge into the shaft of light, for he took no 
picture of that part. He reported that it had 
eight large oval cartouches each containing 
four glyphs, some of which were too eroded to 
distinguish [ibid.]. 

In April 1931, Karl Ruppert cleared the en- 
trance to Structure 44. In the floor of the door- 
ways and below, he found sculptured steps, and 
it was realized that Maler's sacrificial stone had 
once been set into the central doorway. Morley 
examined Step III (Maler's step|, but states spe- 
cifically that he did not examine the riser, 
which practically proves that the inscription 
did not include a date. In any event, he did not 
photograph the riser, and since that time, the 
entire step has disappeared (Graham 1982: 165). 
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The other five steps were discovered by Rup- 257 
pert and photographed by Morley. The treads of 
the upper steps, protected by the cornice, were 
in good condition. Carved risers were present 
only on the upper steps, and they were more 
eroded, split, and obscured by deposits of lime. 
Curiously, the central lower step (IV) is in al- 
most perfect condition while the other lower 
steps are severely effaced. 


Structure 44 


Dates and Protagonists 


Stela 14 9. 4. 8.8.15 13 Men 13 Kayab  KEJ? 
Stelai; e? SJII?^ 
Stela 21 (9.17.18.1.13)?* I3? Ben 1 Pax SJII 
Stela22 è? SII? 
Stela23 ^? SJ4 
Stela 29 4 


?Insufficient data. 

PRuler tentatively identified by the headdress. 

‘Another possibility is (9.17.1.15.13]? 10? Ben 1 Pax. 
The later date seems likelier, as 9.17.1.15.13 is very 
early for SJII. 

‘This ruler named on one side of the stela. 


Lintel 44 (9.12.17.12.0)] 13 Ahau 3 Muan SJ 
Lintel 45 (9.12. 8.14.1) I2 [mix 4 Pop SJ 
Lintel 46 (9).14.[r.17.14] 5 Ix 17 Kankin? 


? Recorded in error. Most likely refers to event on 
(9.13.9.14.14) 6 Ix 17 Kankin. See discussion of date 
on Stela 20. 


154. 


Structure 44, Hiero- 
glyphic Stairway 3, 
Steps I- VI. Draw- 
ings by Graham 
(1982:166— 168]. 
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Miscellaneous Stone 


I, found near Struc- 
ture 44. Drawing by 
Peter Mathews. 


Hieroglyphic 
Stairway 3 
Step I 


(9. 6.10.14.15] 


7.11.(2}219 DN 
(9.14. 1.17.14] 


15.15.17 


DN 


(9.14.17.15.11] 


Step I Eroded 


Step III 9.12. 8.14. 
I2. 

(9.12. 9. 8. 

Step IV (9.14.11.10. 
Step V (9.10.14.13. 
4. 5.17. 

(9.15. O.I2. 

3. 

(9.15. O.IS. 

—I2. 


(9.15. O. O. 


oJ 


Step VI (9. 8. 0.15.11] 


?.13?.I. 


2222 


9 DN 


4 Men 3 Mac 

5 Ix 17 Kankin 
2 Chuen I4 Mol 
I2 Imix 4 Pop 

5 Imix 4 Mac 

7 Imix 14 Zotz 
10 Ahau 13 Mol 
IO Ahau 8 Zotz 
8 Akbal 11 Yaxkin 
(subtract from 
IO Ahau 8 Zotz] 
4 Ahau r3 Yax 
4 Chuen 9 Xul 


IO ? 13? ? 


‘Incorrectly recorded on stone as I. 
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Construction Completion Date 


KEJII With the exceptions of accessions recorded on 


SJ 
SJ 
SJ 
SJ 
SJ 
BJIII 


SJ 


SJ 


Stela 14 and Step II, all the events associated 
with Structure 44 are captures. The deeds of 
several generations of valiant warrior rulers are 
recorded here by Shield Jaguar. Stela 14 is one 
of the earliest monuments at Yaxchilan. It 
seems to be an accession because it is not a Pe- 
riod Ending nor a capture. It is not clear, until 
excavations are undertaken, whether a struc- 
ture contemporary to this stela exists under 
Structure 44 or not. If the stela was originally 
located on the West Acropolis, then Shield Jag- 
uar built a later structure (44) and dedicated its 
lintels to commemorate his war victories on 
the site of an ancient ancestral building. The 
lintels could have been dedicated as early as 
9.14.5.0.0. Later Shield Jaguar designed the 
steps, in two phases, the first (Steps III and IV] 
dedicated on 9.14.11.10.1 and the second (I, II, 
V, VI) probably completed in 9.15.5.0.0. There 
he recorded history of some of the rulers not 
mentioned in the earlier historical summary at 
the site. Two katuns later, Shield Jaguar's grand- 
son, Shield Jaguar II, placed at least four stelae 
in this hallowed area. 

Structure 44 was devoted in part to Shield 
Jaguar's military exploits, as Proskouriakoff ob- 
served (1963:153). On the lintels and steps 
were also recorded references to the war deeds 
of his royal ancestors, which were linked to his 
own. This emphasis on war and the lack of 
commemoration of typical Period Ending state- 
ments gives the content of Structure 44 in- 
scriptions a different character than those of 
Structure 23, where Lady Xoc's bloodletting 
and astronomical events were emphasized, and 
those of Structure 41, which in addition to the 
well-preserved war scenes had Period Endings 
recorded on the eroded temple sides of the 
stelae and prominent summer solstice records. 


Structures 45—52 


Of the other buildings on the West Acropolis, 
only one, Structure 45, has a standing vault. It 
does not have carved lintels, and therefore is 
not as imposing as its neighbor, but it is pos- 
sible that some of the stelae associated with 
Structure 44 could have been placed in front of 
this structure. 
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Structure 54, Lintels 
58, 54, and 57. 
Drawings by 
Graham (1979: 117, 
123, 125). 


Structure $4 
(Lintels 58, 54, 57) 


Dimensions: approx. 4 by 20 m. 
Orientation: 13 (map). 


Relatively little work has been done by INAH 
in the Southeast Group. It contrasts with the 
Main Plaza, from which many large trees and 
most underbrush have been cleared, affording 
an open view from Structure 4 to Structure 18. 
South of Structure 4, the boundary of the Main 
Plaza, a wide trail is kept clear that skirts the 
edge of the first terrace. Smaller trails wind 
through this densely shaded section of the site 
to the monuments. 

Structure 54 faced the river from the first 
bench, about 360 m past the southeastern edge 
of the Main Plaza. Between Structures 54 and 


as 


Lintel 58 


55 and the Main Plaza are a number of build- 
ings obscured by the growth and decay of one 
and a half millennia. None appear to have stand- 
ing walls or to have had carved lintels. Struc- 
tures 54 and 55, then, are situated so far from 
the other major decorated buildings as to be a 
separate enclave. In the course of making the 
map that is still used today and his description 
of the site, Bolles encountered Structure 54 on 
30 April 1931. He found no standing walls amid 
the debris. Three depressions in the facade fac- 
ing the river indicated the presence of three 
doorways. He excavated near the center of the 
structure and found Lintel 54. The expedition 
broke camp a few days later, and they were un- 
able to make a search for more lintels. 

Because the existence of a triad of lintels 
seemed so certain, Linton Satterthwaite con- 
sented to excavate for them in 1935, in connec- 
tion with his work on Piedras Negras. He found 
Lintel 57 in the east doorway on 19 April and 
Lintel 58 on the west side on 23 April. 


Lintel 54 


MONUMENTS 
Dimensions (from Graham 1979) 


MW HSc WSc MTh Rel 


Lintel 58 0.75 m o.96 m o.66m 0.22m 1.0 cm 
Lintel 54 0.757; m 0.97; m 067M o.31 m 1.5 cm 
Lintel 57 0.75 m 0.91 m^ o.63 m 0.28m 1.4 cm? 


? Approximate. 


Present Location and Condition 


Lintel 58 One piece, good condition, MNAH 
Lintel 54 Two pieces, some chipping, MNAH 
Lintel 57 One piece, eroding, propped on side 


under plastic in front of Structure 54 


Dates and Protagonists 


Lintel 58 No date recorded 
Lintel 54 (9.16.5.0.0} 8 Ahau 8 Zotz 
Lintel 57 No date recorded 


Lintel 57 


Construction Completion Date 


The practice of carving lintels without dates is 
characteristic only of the very early and very 
late periods at Yaxchilan, and this group is un- 
doubtedly late, both stylistically and because 
the protagonists are known. I suspect that the 
undated lintels may commemorate homage 
paid by Shield Jaguar II to his mother’s family. 
The earliest possible date must be after Shield 
Jaguar II became ruler, probably no earlier than 
9.17.10.0.0, and more likely later. 


Lord GS, SJII 
BJIV, Lady GS 
SJII, Lady GS 
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Monuments in very good condition. The present erosion is 
due to its exposure since 1931. It is currently in 
Dimensions: 20 by 6 m by 2 m high, approx. front of the structure, propped up, with a plas- 
! tic roof. 
Orientation: 8 (map). Lintel 53 was also found with the sculpted 
face downward, broken cleanly in two pieces. It 
The building and its three carved lintels were was in good condition when found, but has 
discovered by Bolles on 29 April 1931 (Morley since eroded noticeably. It was removed in 1964 
I1937—1938:583]. The building was then a long, to MNAH, where it was repaired and is now on 
low mound, and so it remains today. It is the display. 
first building with decorated lintels reached 
when traveling along the first bench east from Dates and Protagonists 
the Main Plaza. 
Lintel 51 No date recorded 2 
Lintel 52 (9.16.15. o. o) 7 Ahau 18 Pop BJIV, SJU 
MONUMENTS Lintel 53 (9.13.17.15.13)2, 6 Ben r6 Mac SJ, LIS 
‘This date probably refers to another date prominent 
Dimensions (from Graham 1979) at Yaxchilan: 6 Ben 16 Mac, recorded on Lintel 32, 
on which the same event with the same protagonists 
MW | HSc WSc MTh Rel was commemorated (Proskouriakoff 1963 : 164). 
Lintel 5I o.9g1 m 0.82 m o.76 m o.30m 1.0CM (Construction Completion Date 
Lintel 52 0.90 m 0.92 m o.71 m o.25 m I.5 cm 
D53t6:5 3:10 8808 :0:99-19:0:8 40:202 e Both dates in the structure were surely re- 
[inceloesasisundunbreken qaubresdowi corded well after the events. The building was 
157. constructed during the reign of Shield Jaguar II, 


Structure 55, Lintels 
51—53. Drawings by 
Graham (1979: 111, 

II3, II5]. 


Structure 55 
(Lintels $1, $2, 53) 


in front of the east doorway of Structure 55. 
Much of the surface has suffered erosion. The 
top of the scene is in worse condition than the 
bottom. Currently it is in front of Structure 55, 
on its side, protected by a sheet of plastic. 


Lintel 51 


Lintel 52 was found unbroken, with the 
sculpted face down, in front of the middle door- 
way. Morley’s photographs indicate that it was 


perhaps as early as 9.17.10.0.0. 
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(Stelae 25 and 26) Structure 62 


Structure and stelae were probably discovered 
by Ruppert and Bolles in 1931. The 1931 Car- 
negie report does not specifically state the dis- 
covery of the stelae, but it refers to having found 
twelve sculptured stelae. Stelae 25 and 26 are 
listed by Morley (1937—1938:361) as having 
been in front of Structure 62 in the Southeast 
Group, which was mapped by Bolles in 1931. 
Today Structure 62 is unconsolidated, and 
little can be said about its original appearance. 
It sits on a small terrace off the Southeast Group 
plaza, abutting the steep hillside. Two stelae 
were erected there, most likely Period Ending 
stelae of Shield Jaguar II or Mah K'ina Skull III. 
The large fragments of these stelae are visible, 
but their relief is very difficult to perceive. De- 
spite a thorough examination in 1987, I could 
make out little of the original design of the 
monuments. Fortunately, Marvin Cohodas, 
during a visit to Yaxchilan in 1971, made quick 
sketches of these two stelae. Stela 25, on the 
northwest side of the terrace, was once about 3 
m tall. It is a Period Ending stela— Cohodas' 
sketches show a profile standing figure wearing 
a human-head backrack facing the viewer's 
left, with its hands extended, and liquid flow- . 
ing from them down toward a kneeling figure 
whose torso is frontal and whose head is profile. 
Stela 26, the more southeasterly of the two, 
is atypical of Yaxchilan designs. The single 
fragment upon which anything can be dis- 
cerned is the lower quadrant of a stela, includ- 
ing a substantial plain butt and the lower por- 
tion of a single, frontal figure. The figure stands 
with his feet pointed in opposite directions. He 
wears heel-guard sandals with elaborate tassels 
(“pineapple foliage" style) and an elaborate 
loincloth, decorated with a large central cir- 
cular medallion, matting, serpent snouts, and 
human profiles. Stylistically, this stela is most 
like the equally aberrant Stela 9 of Structure 36. 


Construction Completion Date: probably 
after 9.17.0.0.0. 
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Structure 64, Stela 
24. Drawing by Peter 
Mathews. 


Structure 64 
(Stela 24) 


Structure 64 is mentioned here because in 1931 
Bolles found a fragment of stela that had been 
re-used as part of the masonry (Morley 1937— 
1938:355). It is a long, low platform, without a 
verifiable superstructure, located in the center 
of the Southeast Plaza, in front of Structure 62 
on the first bank. 


MONUMENT 
Dimensions 


Stela 24 fragment: length, 1.28 m; width, o.50 
m; thickness, 0.22 m. Carved on one side only 
(Morley 1937—1938:423]. 

The fragment was originally placed in the 
top course of the facing stones at the northwest 
end of Structure 64. It shows the plumes of a 
headdress and nine glyphs from the upper right 
portion of the monument. At present it has 
been pulled out and laid on the northwest end 
of the structure, under a sheet of plastic. 


Date and Protagonist 


The three columns of glyphs compose a nomi- 
nal phrase for Shield Jaguar II. The last column 
is read straight down, so there were originally 
an uneven number of columns across the top. 
The re-use of a Shield Jaguar II monument sug- 
gests that Structure 64 was very late, built per- 
haps during the reign of Mah K’ina Skull III or 
even later. 


Structure 88 
(Lintel $5) 


Structure 88 is a small pile of rocks nearly 1 km 
southeast of Structure 54. Bolles noted that the 
masonry terracing continued past Structure 53, 
but neither he nor Satterthwaite continued 
along the trail to investigate the structure. 


MONUMENT 
Dimensions 

H HSc W Th 
Lintel 55 I20m  0o;rim o.95m o18m 


The lintel was found in late 1933 or early 1934 
by Ulises de la Cruz. He said it was falling from 
the doorway of this structure. It survived the 
years intact. Graham noted the use of plaster to 
fill imperfections in the stone (1979: 119]. It 
was removed to MNAH in 1964. 


Date and Protagonist 


The lintel has no dates nor glyphs. It probably 
dates to the reign of Mah K'ina Skull III or later. I 
would not rule out the possibility that this area 
was in control of a different family and was a 
secondary site to Yaxchilan. The artist used 
traditional Yaxchilan themes—a female hold- 
ing a bloodletting bowl, a bearded serpent from 
whose mouth emerges a human head—and the 
fact that the monument is a carved lintel with 
two figures places it well within the sphere of 
influence of Yaxchilan. 
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Structure 88, Lintel 
55. Drawing by 
Graham (1979: 119]. 
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Location of 
Monumental 
Sculptures at 

Yaxchilan upon 
Discovery 


Designation Location 
Stela In the Main Plaza, aligned with the Grand Stairway 

At intersection of first terrace and Grand Stairway 

In center of southeast end of Main Plaza, elevated on a platform (suspected to have been 
associated originally with Structure 6] 

4 Southeast in row of 4 stelae in front of stairway to Structure 20 

5 Second from southeast in row of 4 stelae in front of stairway to Structure 20 

6 Third from southeast in row of 4 stelae in front of stairway to Structure 20 
7 
8 


| m 


Q3 


Northwest end of row of 4 stelae in front of stairway to Structure 20 
On summit of Structure 18 


9 East of stairway leading to Structure 36, Central Acropolis 

IO In front of Structure 39, South Acropolis 

II Middle of 3 stelae in front of Structure 40, South Acropolis 

I2 Southeast of 3 stelae in front of Structure 40, South Acropolis 

I3 Northwest of 3 stelae in front of Structure 40, South Acropolis 

I4 Northwest of 3 stelae in upper row on terrace in front of Structure 44, West Acropolis 

IS Northwest in row of 2 stelae on second terrace in front of Structure 41, South Acropolis 

16 Southeast in row of 2 stelae on second terrace in front of Structure 41, South Acropolis 

I7 Middle in row of 3 stelae on the first terrace in front of Structure 44, West Acropolis 

18 Northwest in row of 3 stelae on first terrace in front of Structure 41, South Acropolis 

I9 Middle in row of 3 stelae on first terrace in front of Structure 41, South Acropolis 

20 Southeast in row of 3 stelae on first terrace in front of Structure 41, South Acropolis 

2I Northwest of 2 monuments on lower terrace in front of Structure 44, West Acropolis 

22 Southeast of 3 stelae in upper row on terrace in front of Structure 44, West Acropolis 

23 Southeast of 2 monuments on lower terrace in front of Structure 44, West Acropolis 

24 Found re-used in the construction of Structure 64, Southeast Group 

25 Northwest of 2 stelae in front of Structure 62, Southeast Group 

26 Southeast of 2 stelae in front of Structure 62, Southeast Group 

27 In front of Structure 9, river side structures 

28 At intersection of Grand Stairway and First Terrace, to the northwest of Stela 2 

29 In debris in front of Structure 44, West Acropolis 

30 Found re-used as a metate on the easternmost of two small mounds just east of Structure 2 
on First Terrace 

3I Excavated from a pit in front of Structure 33 (stalactite stela) 

321 Uncarved stela (official designation uncertain]; location unknown 

33 Stela fragment excavated from within the platform supporting Stela 5, Southeast Plaza, in 
front of Structure 20 

341 Location unknown 


35 Excavated from the interior of Structure 21? 


268 Designation Location 


Appendix 1 Altar 1 Northeast of 2 altars in front of Structure 19, northwest end, Main Plaza 
2 Southwest of 2 altars in front of Structure 19, northwest end, Main Plaza 
3 Associated with 5 plain altars in front of stairway leading to Structure 36, Central 


Acropolis 
4 Within Structure 39, South Acropolis 
5 On terrace in front of Structure 39, South Acropolis 
6 On terrace in front of Structure 39, near Stela 10, South Acropolis 
7 In front of Structure 23 on floor of Main Plaza 
8 Along Grand Stairway, between First and Second Terraces 


9 In front of Structure 33 on northwest side of platform, Central Acropolis 
IO Northwest side of Stela r, Main Plaza 
II Northwest side of Stela 1, Main Plaza 
12 Northwest side of Stela r, Main Plaza 
I3 In front of Structure 40, at northeast corner of building’s platform, near Stela 12, South 
Acropolis 
I4 Immediately outside central doorway to Structure 40, South Acropolis 
15 In front of Structure 40, between Stelae 11 and 13, South Acropolis 
16 Near Stela 28, at intersection of First Terrace and Grand Stairway 
17 In front of Structure 22, on First Terrace 
18 In front of Structure 23, on First Terrace 
19 Partial monument, associated with Stela 2 on First Terrace 
20 Behind Stela 28 on First Terrace 
2I On temple side of Stela 4, First Terrace, on the floor of the Southeast Plaza 
Lintel 1 Southeast entrance, Structure 33 
2 Middle entrance, Structure 33 
3 Northwest entrance, Structure 33 
4 In front of Structure 34 
5 East entrance, Structure 1 
6 Middle entrance, Structure 1 
7 West entrance, Structure I 
8 Entrance on east end of Structure I 
9 In front of Structure 2 
10 East entrance, Structure 3 
II West entrance, Structure 3 (plain) 
I2 Southeast entrance, Structure 20 
I3 Middle entrance, Structure 20 
I4 Northwest entrance, Structure 20 
15 Southeast entrance, Structure 21 
16 Middle entrance, Structure 21 
17 Northwest entrance, Structure 21 
18 Entrance at southeast end of Structure 22 
19 Entrance on northwest end of Structure 22 
20 Second entrance from southeast, Structure 22 
2I Middle entrance, Structure 22 
22 Fourth entrance from southeast, Structure 22 
23 Entrance on northwest facade of Structure 23 
24 Southeast entrance, Structure 23 
25 Middle entrance, Structure 23 
26 Northwest entrance, Structure 23 
27 Southwest entrance, Structure 24 
28 Northeast entrance, Structure 24 
29 Second entrance from northwest, Structure 10 
30 Third entrance from northwest, Structure 10 
3T Southeast entrance, Structure 10 
32 Middle entrance, Structure 13 
33 Northeast entrance, Structure 13 


Southwest entrance, Structure 12 
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35 Fifth entrance from southwest, Structure 12 Location of 
36 Middle entrance, Structure 12 Monumental 
37 Sixth entrance from southwest, Structure 12 Sculptures 
38 Southwest entrance, Structure 16 

39 Middle entrance, Structure r6 

40 Northeast entrance, Structure 16 

4I Southwest entrance, Structure 42 

42 Middle entrance, Structure 42 

43 Northeast entrance, Structure 42 

44 Southeast entrance, Structure 44 

45 Middle entrance, Structure 44 

46 Northwest entrance, Structure 44 

47 Second entrance from southwest, Structure 12 

48 Third entrance from southwest, Structure 12 

49 Northeast entrance, Structure 12 

50 Southwest entrance of Structure 13 

51 East entrance, Structure 55 

52 Middle entrance, Structure 55 

53 West entrance, Structure 55 

54 Middle entrance, Structure 54 

55 Middle entrance, Structure 88 

56 Likely from central entrance to Structure 11 

57 East entrance, Structure 54 

58 West entrance, Structure 54 

59 Middle entrance, Structure 2.4 

60 New Lintel, north facade of Structure 12 


Full-figured-glyph Throne 
I Associated with Structure 6 
2 Another of unknown provenience 


Anthropomorphic Seated Figure 
Middle niche, interior of Structure 33 


Wall Panel 
Structure 8 


Hieroglyphic Stairway 


I Structure 5 
II Structure 33 
III Structure 44 
IV Structure 4I 
V Structure 20 


Ballcourt Markers 
Along longitudinal axis of Structure 14 [five] 


Stucco Decoration (still visible) 
Structure 6 frieze: inset panels with anthropomorphic masks 
Structure 13 frieze: masks 
Structure r9 frieze and roofcomb: something in niches 
Structure 18: glyphs painted in red on stucco along base 
Structure 20 frieze: seated figures in niches on thrones; low-relief monster and plant motifs 
Structure 21 interior: wall panel showing five figures seated on a split-sky throne, painted 
in polychrome 
Structure 23 interior: serpent band around vaultspring; exterior: bits of long-nosed 
monsters 
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Appendix 1 Structure 33 frieze and roofcomb: seated figures in niches on thrones 


Structure 39 frieze and roofcomb: seated figures surrounded by undulating forms 
Structure 40 frieze: seated figures in shallow niches created by stone armature 
Structure 41 frieze: band of glyphs below cornice; high-relief monster masks 


Murals 


Structure 40, interior 
Structure 44, interior 


Source: Based on compilations by Maler (1903) and Morley (1937—1938). 
4Mathews 1988: Io. 


This appendix lists all recorded dates, whether cor- 
rect or not. It also lists the reconstructions most 
likely in the author's opinion. Arguments are pre- 
sented in Part Two. 

Parentheses indicate that the date is reconstructed 
from partial calendric data; square brackets indicate 
that the date is implied by context. A question mark 
follows the uncertain part of a date or indicates 
missing information. 

The correlation constant between Maya and Julian 
calendars used here is 584285. 


Chronology of 
Yaxchilan 


HS, hieroglyphic stair block; Hse, House; L, lintel; 
MP, Main Plaza; SP, Step; St, Stela; u, underside. 

Event abbreviations: A, accession; Anniv, an- 
niversary event; B, birth; Ball, ballgame; Basket, 
basket-staff event; Bird, bird-cross event; Bl, blood- 
letting; C, capture; Comp, completion; D, death; 
Fire, "fire" glyph (monument dedication]; Flap, flap- 
staff event; God K, hand-holding-God-K verb; K, ka- 
tuns as Ahau; N, "God N" (dedication event); PE, 
Period Ending; Star, "star-over-earth" war verb; 4, 
4 te zotz verb (relates to monument dedication]; 
819, 819-day-count verb. 


Monument abbreviations: A, altar; e, front edge; 


Recorded | Protag- Structure, Julian 
Long Count Calendar Round Event onists Monument Date 
9.0: 0. 0. O 8 Ahau 13 Ceh? : : 40, A 13 10 Dec 435 
9.0.19. 2. 4 2, Kan 2 Yax A? R7 22, b 21 15 Oct 454 
9.3. 0. 0. 0 2 Ahau 18 Muan ? Pop Panel 29 Jan 495 
(9. 3. 3.16. 4] 2 Kan 2 Mac 2 Pop Panel 3 Dec 498 
(9. 3. 13.12.19] ] Cauac 7 Yaxkin ? KEJ 12, L37 7 Aug 508 
(9. 3. 19.12.12) 9 Eb 10 Zac 2 KEJ PN, L 12 30 Jun 514 
9.4. 0.0. 0 (13 Ahau 18 Yax) 2 KEJ? 9, St 27 16 Oct 514 
(9. 4. 6.14. 9] 5 Muluc 12 Zec ? Pop Panel 30 Jun 521 
9. 4. 8. 8.15 13 Men 13 Kayab ? KEJ 44, St 14 26 Feb 523 
9. 4. 11. 8.16 2 Cib 19 Pax A MKSII 12, L 47—48 11 Feb 526 
(9. 5. 2.10. 6) 1 Cimi 14 Muan ? MKSII 12, L 35 14 Jan 537 
(9. 6. 10.14.15) 4 Men 3 Mac C FB KEJII 44, Sp 1 17 Nov 564 
(9. 8. 0.15.11) 4 Chuen 9 Xul C 2 44, Sp VI 29 Jun 594 
[9. 9. 0. 0. 0 3 Ahau 3 Zotz| ? 33, St 2 9 May 613 
[9. 9. 16.10.13 9 Ben 16 Yax] A BJIII 20, St 6 15 Sep 629 
(9.10. 3.11. 8) 9 Lamat 16 Ch'en Ball BJIII 33, Sp VIII 24 Aug 636 
(9 .10. 14.13. 0] 10 Ahau 13 Mol C BJIII 44, Sp V 30 Jul 647 
(9 .10. 16.10.13 7 Ben 16 Zec) Comp 1k BJM 20, St 3 2 Jun 649 
(9.11. 6.16.11) 7 Chuen 14 Ch'en C SJ? Pacal Pal Hse C 7 Aug 659 
9 11. 16.10.13 5 Ben 1 Uayeb Comp 2k BJIII 20, St 6 17 Feb 669 
(9.12. 8.14. 0) 11 Ahau 3 Pop C AA SJ 41, St 19 2.1 Feb 681 
9.12. 8.14. 1 12 Imix 4 Pop C AA SJ 44, Sp III 22, Feb 681 
| | 41, St 15 


| 


| 


44, L 45 
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Long Count 


9 


(9 


42.. 9.8. d 


| 


12. 17.12. 0} 
13. 0. 0. 0 
13. 9.14.14] 
13.10. 0. 0 
13. 13.12. 5) 
13. 16.10.13} 
13. 17.12.10 
13. 17.15.12) 


13. 17.15.13) 


| | 
(9).14.{ 1.17.14) 
| 


9 


14.( 9.12. 9 


14.11.10. 1) 
14.(11.12.18 


14.11.15. 1) 
14.12. 6.12) 
14.14. 8. 1) 
14.(14.13.16 
14. 14.13.17) 
14.15. 0. 0 


14. 17.15.11] 


15. 0. 0. 0] 


15. 0.12. 0] 
15. 0.15. 3] 


15. 8.1. 5 
15. 3.16. 6)? 
A5. 4.16.11)? 


15. 6.13. 1 


Calendar Round 


5 [mix 4 Mac 


13 Ahau 3 Muan 
8 Ahau 8 Uo 

6 Ix 17 Kankin 

7 Ahau 3 Cumhu 


6 Chicchan 8 Yax (Zac) 


1 Ben 1 Ch'en 
8 Oc 13 Yax 
5 Eb 15 Mac 


6 Ben 16 Mac 
5Ix 17 Kankin 
1 Muluc 12?) Yaxkin 


7 Imix 14 Zotz 
12 Etznab 11?) Yaxkin 


3 Imix 14 Ch'en 
12 Eb O Pop 

7 Imix 19 Pop 

5 Cib 141) Yaxkin 
6 Caban 15 Yaxkin 
11 Ahau 18 Zac 

2 Chuen 14 Mol 


3 Eb 14 Mol 
4 Ahau 13 Yax 


10 Ahau 8 Zotz 
8 Akbal 11 Yaxkin 


4 Chicchan 3 Zac 

6 Cimi? 19 Yaxkin 
7 Chuen? 19 Yaxkin 
7 Imix 19 Zip 


12 Imix 9 Pax] 
12, Cib 19 Yaxkin 


4 Imix 4 Mol 


Recorded . Protag- 
Event 


onists 

A SJ 

C SJ 

PE S] 

C SJ 

PE Sj] 

D LP 

819 — 

B BJIV 
Bl, N SJ, Xoc 


Structure, 
Monument 


44, Sp III 
23, L 25u 
41, St 19 
44, L 44 
41, SpI 
41, St 20 
41, St 20 
24, L 27 
10, L 30 
10, L 29-30 
23, L 24u 


28(365.25] + 4 since accession SJ 
80(365.25) + 39 since accession BJIII 
Jupiter and Saturn aligned, stationary 


Julian 
Date 


20 Oct 681 


26 Nov 689 
14 Mar 692 
17 Nov 701 
22, Jan 702 
8 Sep 705 
22 Jul 708 
23 Aug 709 
24 Oct 709 


25 Oct 709 
14 Nov 713 
20 Jun 721 


23 Apr 723 
19 Jun 723 


1 Aug 723 

7 Feb 724 
26 Feb 726 
21 Jun 726 
22, Jun 726 
13 Sep 726 
10 Jul 729 


10 Jul 729 
18 Aug 731 


14 Apr 732 
16 Jun 732 


27 Aug 734 
24 Jun 735 
23 Jun 736 

4 Apr 738 


9 Dec 740 
22 Jun 741 


27 Jun 741 


Bl SJ, LIS 55, L53 
13, L 32 
C AK SJ 44, L 46 
44, SpI 
Fire Xoc 23, L 26e 
Summer solstice 
4, Fire SJ 44, Sp IV 
Fire Xoc 23, L 26e 
Summer solstice 
N Xoc 23, L 25e 
N GI?, SJ 23, L 26u 
Anniv SJ, Xoc 23, L 23u 
Comp 45(360] reign 
Fire Xoc 23, L 26e 
Summer solstice 
Fire Xoc 23, L 23u 
Summer solstice 
? 23,A7 
[BJIV becomes 2 Katun Ahau] 
C AC SJ 44, SpI 
Jupiter & Saturn stationary & aligned 
C AC SJ 41, St 18 
Bl SJ 44, Sp V 
41, St 18] 
C NC SJ 44, Sp V 
Bl SJ 44, Sp V 
Summer solstice 
? 33,A 10 
Flap SJ 41, St 16 
Flap SJ 41, St 16 
Fire SJ,? 11, L 56 
1st appearance Venus as Morning Star 
Comp3K SJ MP throne 
Flap SJ, BJIV 40, St 11 
Summer solstice 
Bl BJIV 16, L 39 
Summer solstice; 1st appearance Venus as Morning Star 
LIS 21, St 35 
Lord & 20, L 14 
Lady 
Great 


Skull 


Long Count 


(9 .15. 


9.15. 


9 .16. 


9 .16. 
(9 .16. 


9 .16. 
(9 .16. 


9 .16. 


10.17.14) 


| 
. 16. 1. 6) 
. 16.10. 0? 


. 17.15.14] 
. 18. 3.13) 


. 19. 1. 1) 


. 19.14.14] 
. 19.15. 3} 
.0.0.0 


.. 0.13.17) 


| 


.. 0.14. 5) 


1. 8. 8) 


1. 9. 3 
3.16.19)? 


Calendar Round 


6 Ix 12 Yaxkin 


3 Muluc 17 Mac 


9 Ahau 18 Xul 


5 Cimi 19 Yaxkin 
10 Ahau 13 Pax? 


3 Ix 17 Zip 
5 Ben 16 Ch’en 


Recorded Protag- Structure, 
Event onists Monument 
D SJ 24, L 27 
10(365.24) since 44, SpV 
40, St 12 
19, A1 
Ball BJIV 33, Sp VII 
35(365.25) since L 24; Jupiter stationary 
Bl SJ 40, St 11 
u cab 
BJIV 
22 
19, A 1 
Flap BJIV 13.1.33 
Summer solstice 
? ? 33, A 16 
[BJIV becomes 3 Katun Ahau| 
D Xoc 24, L 59-28 
Canoe ? PN Str 013, 
Jaguar L 3 
2 BJIV 40, St 11 


1 Imix 19 Xul 


1 Ix 7 Uo 
10 Akbal 16 Uo 
2, Ahau 13 Zec 


6 Caban 5 Pop 


1 Chicchan 13 Pop 


11 Ahau 8 Zec 


7 Muluc 17 Zec 


12 Ahau 8 Yaxkin 


11 Chicchan 13 Mol? 


8 Cimi 14 Mac 


10 Lamat 16 Mac 


12 Akbal 11 Kankin 


4 Cauac? 12 Zip 


4(365.25) since 9.15.15.0.0, St 11 
1st appearance Venus as Evening Star 


819 — 40, St 11 
D LIS 24, L 28 
PE BJIV? 33, A9 
lst zenith passage 

41, Sp III 
CQ BJIV 21, L 16 


36(260) since L 23 Fire event 
26(360) since L 23 Fire event 


41, Sp III 
B SJ 20, L 13 
Bl BJIV, 
Lady 
GS 
A BJIV 40, St 11 
10, L 30 
39, A4 
40, A 14 
33,L 1 
40, St 12 
41, Sp III 
4 BJIV 22, L 21 
lst zenith passage 
Bird BJIV, LL5 
^ LAI 
God K BJIV, 42, L 42. 
CoM 
? BJIV? 33, A 11 
Basket BJIV, 1,L6 
CoM 
Bl BJIV, 42, L 43 
Ix 
God K BJIV LL7 
8(365) after 3 Muluc 17 Mac ballgame 
2 BJIV 36, A3 
Bl LAI 21, L 15 


6(365.25) less 6 days since Xoc's death 


Julian 
Date 


15 Jun 742 


17 Oct 744 


31 May 746 


21 Jun 747 
12, Dec 747 


30 Mar 749 
27 Jul 749 


31 May 750 


28 Feb 751 
9 Mar 751 
5 May 751 


5 Feb 752 


13 Feb 752 


20 Apr 752 


8 May 752 


8 Jun 752 


3 Jul 752 
12, Oct 752 


14 Oct 752 


29 Oct 752 
24 Mar 755 
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Long Count 


(9 


16. 4. 1. 1) 


— 
™ 
m om 


18. 9.10.10) 
18. 17.12. 6) 
18. 17.13.10)? 
18. 17.13.14] 


Calendar Round 


7 Imix 14 Zec 


6 Caban 10 Yax (Zac) 


8 Ahau 8 Zotz 


4 Ahau 3 Zotz 
13 Ahau 18 Zip 


13 Ik? 0 Mac 
] Oc 18 Pop 
] Ahau 3 Zip 
3 Ix 7 Mol 


2, Ahau 8 Uo 
7 Ahau 18 Pop 


12, Muluc 2 Uo 
4 Kan? 12 Zip 
] Eb Stg Yaxkin 


13 Ahau 18 Cumhu 
9 Ahau 13 Cumhu?] 
10? Ben 1 Pax 

1 Akbal 16 Kankin 
6 Ahau 13 Kayab] 

4 Lamat 6 Cumhu 
13 Ben 1 Pax 

8 Cauac 7 (Kayab]? 
7 Chuen 19 Kayab 


12 Ahau 3 Cumhu 
13 Muluc 7 Yax 

3 (Akbal) 1 Muan 

10 Ben 6 Zotz) 

10 Cimi 19 Kayab 
3 Etznab 6 Pop 

13 Ix 2 Zip 

3 Oc 18 Zip 

7 Cimi 14 Zip 

5 Oc: 18 Zotz 

9 Ix 2 Zec 


Recorded  Protag- 


Event onists 
C JS BJIV, 
CoM 
lst zenith passage 
Star BJTV, 
LAI 
Fire Xoc 


Structure, 
Monument 


LL8 


42, L 41 


24, L 28 


41 (260) since L 23 fire event 


5 (260) since capture of Q 


46 (365.25) since BJIV birthday 


God K BJIV, 38 L3 
Man 
of L3 
BJIV, 54, L 54 
. LGS 
Bird BJIV, 93 LI 
SII 
Bl Ix 16, L 40 
9(365.25) less 1 day since Xoc's death 
? BJIV 36, St 9 
819 — 33, St 1 
Bl BJIV 33, St 1 
Bl LAI 16, L 38 
2.2(365.25) + 2 days since 4 Imix 4 Mol 
Fire BJIV 10, L 31 
God K BJIV, 55, L 52 
SJII 
? BJIV Looted L 
Bl LAI 21,L15 
Flap BJIV 2,L9 
Summer solstice 
Comp BJIV 10, L 31 
PE SJII 20, St 7 
Bl SJII 44, St 21 
819 SJII 20, St 4 
PE SJII 20, St 4 
C SJII Bon L 2 
Bl SJII 44, St 21 
C SJII 20, HS 50 
? SJII 20, St 5 
20, HS 69 
C SJII 20, HS 92 
C SJII 20, HS 103 
C SJII 20, HS 113 
C SJII 20, HS 123 
C SJ 20, HS 135 
C SJII 20, HS 146 
C SJII 20, HS 157 
C SJII 20, HS 167 
A? MKSIII 3, L 10 
Fire MKSII  3,L 10 
l? MKSIII 3, L 10 


Julian 
Date 


5 May 755 


23 Aug 755 


8 Apr 756 


4 Apr 757 
29 Mar 758 


27 Sep 758 
16 Feb 760 
13 Mar 761 
25 Jun 763 


25 Feb 764 
15 Feb 766 


19 Feb 767 
20 Mar 768 
16 Jun 768 


20 Jan 771 
14 Jan 772. 
23 Nov 772 
29 Oct 775 
25 Dec 775 
4 Jan 787 
19 Nov 788 
13 Dec 796 
25 Dec 796 


29 Dec 797 
26 Jul 798 
28 Oct 798 
27 Mar 799 
25 Dec 799 
25 Jan 800 
2 Mar 800 
18 Mar 800 
12 Mar 808 


5 Apr 808 


9 Apr 808 


This information is based on the Notebook for the 
XV Hieroglyphic Workshop at Texas, by Linda 
Schele, and on a transcription of the commentary 
at that workshop transcribed and edited by Phil 
Wanyerka, called "The Proceedings of the Maya 
Hieroglyphic Workshop, March 9-10, 1991,” un- 
published photocopy. 


Lintel 1 

On 11 Ahau 8 Zec, the Lord of the Night put on the 
headband (Ar-Br). He goes possessing the K'auil 
(God K} scepter (B2 - C1). He dances {Crb} the 
Dance (Dı), the Sky God (C2— A3), Mix Nal Bird Jag- 
uar (A4—A5),.. . He of 20 Captives (A6), the Guard- 
ian (Captor] of Ah Uc (A7—A8}, the Guardian of Jew- 
eled Skull (Ag—Er], the 3 Katun conch shell player 
(A1o—E2), the 3 Katun Yahau Te (Fr— F2), Holy Yax- 
chilan Ahau (Lord) (G1), West Chac Te (Great Tree] 
(G2—H2}. She goes receiving in the sky the First 
Man, First Serpent, Lady Pac, Ch'a Nal Uinic Lady 
Great Skull (Ir -K3), mother of Chel-te, the Conch 
Shell Trumpet Lord (Lr-L3). 


Lintel 2 

On 4 Ahau 3 Zotz (Ar1—- Br) it expired (Cr), his sth 
tun (Dr) as Ahau of the lineage (Er). He danced with 
the bird-cross staff (Fr—Gr), Bird Jaguar, He of 20 
Captives (Hr-Ir], the Guardian of Ah Uc {J1—J2); 
the 3 Katun Ahau, the Holy Lord of Yaxchilan, Bacab 
(J3—L1). He goes doing the dance with the bird-cross 
staff (Mr—Or), Cloudy Sky, Penis Chac (P1—P2}, 
Chel-te, Chan Mah k'ina, Holy Lord of Yaxchilan 
(Q1—-Q34). 


Lintel 3 
On 8 Ahau the oth Lord of the Night took the head- 
band on 8 te Zotz (Ar — C1), the ending of the hotun 
(Dra). He went holding the God K scepter, dancing 
as Ch'ahom (One Who Scatters Incense] (Dr -D2) 
... Nix Nal Bird Jaguar (D3—E1), He of 20 Captives 


English Paraphrases 
of Yaxchilan 
Hieroglyphic Texts 


(E2), the Guardian of Ah Uc (Fr-Gr|, the Guardian 
of Jeweled Skull (F2—G2], the 3 Katun Ahau (Hi- 
Ir}, the 3 Katun Ch'ahom (H2- 135). 

[Titles of] K'in Ahau Mo’, Cahal (Secondary 
Lord]. 


Lintel 5 
On 12 Ahau 8 Yaxkin (B1—Cr) he danced the bird- 
cross scepter (B2—C2] ... the Sky God, Mix Nal 


(D1—D2), Bird Jaguar IV, He of 20 Captives, Holy 
Yaxchilan Lord (D3—Ds5). Lady 6 Sky Ahpo Ik 
(Ar—A3}. | 


Lintel 6 
On 8 Cimi r4 Mac (Br-B2) he danced the God K 
basket-staff (B3—B4], He of 20 Captives (B5), 3 Katun 
Ahau Bird Jaguar IV (B6—B7) He went dancing 
(A1—A2) ti chac kot (A3), the Guardian of Ko Te 
Ahau (A4—45)], Kan Tok Ba Cahal (A6—A7]. 


Lintel 7 
On ro Lamat 16 Mac (A1- Br) he danced the God K 
scepter (A2 —B2], Mix Nal Bird Jaguar IV (B3 — B4], the 
Guardian of Ah Uc (Cr- Dr), He of 20 Captives (Er), 
Holy Lord of Yaxchilan (E2). [Titles of] the woman 
(Lady Ix?) (F1—F»2). 


Lintel 8 
On 7 Imix 14 Zec (A1—A2) was captured Jeweled 
Skull (A3—A4] the captive (Er) of Bird Jaguar IV, 
Holy Yaxchilan Lord (E2 — E3), the Guardian of Ko Te 
Ahau, Kan Tok (Br- Dr]. . . Secondary Lord (D3}. 


Lintel 9 
On 1 Eb end of Yaxkin (A1—A3) he danced raising 
the sky staff (A4—B2)], the 3 Katun Ahau Bird Jaguar 


(B3—B4), the Guardian of Ah Uc (Bs—B6], He of 20 


Captives (B7), Holy Yaxchilan Lord (B8). [Titles of] 
Lord Great Skull, He of 7 Captives (Cr- C4). 
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Lintel 13 
On 1 Chicchan 13 Pop (A1— A2) was born Chel-te 
(A3—A4]. She went doing ..., Lady Great Skull 
(C1-C3)... He went doing (Er), the First Man (E2], 
Bird Jaguar, He of 20 Captives (E3 - E4]), the Guardian 
of Ah Uc (Fr— F2], 3 Katun Ahau, Holy Lord of Yax- 
chilan, Bacab (F3— F5). 


Lintel 14 
On 4 Imix 4 Mol (Ar- Br] it was manifested (A2}, the 
God K serpent of the sky (B2—B3], Chac Bay Chan 
(A4], its shamanic spirit (B4), by Lady Great Skull 
(Cr—- C4). It was recorded with the bloodletter ... 
Lord Great Skull (Dr -D5). 

She acted, Lady Yaxchilan Ahau, Lady Yaxal 
(Er—-Gr). 


Lintel 15 
On 4 Cauac 12 Zip (Ar- Br) it was manifested (A25), 
Yax Lo Na Chan (B2-Cr|, the shamanic spirit of 
God K (Dr-E1). And then it was manifested yax 
hem out of the earth (D2—E3). It was recorded by 
Lady 6 Tun Ahpo Ik Lady Bacab (Fr— F5). 


Lintel 16 
On 6 Caban 5 Pop (Ar-Bri) was captured “Q” 
(A2—B2), Secondary Lord of a great lord (A3—Er), by 
(F1) the 3 Katun Ahau Bird Jaguar IV, He of 20 Cap- 
tives, Holy Lord of the Split Sky Place (F2—F5]. 


Lintel 17 
He did . . . (A1). Was born Chel-te (A3-B3). . . the 3 
Katun Ahau, Bird Jaguar IV (A5—B5], He of 20 Cap- 
tives, Holy Lord of Yaxchilan, Holy Lord of the Split 
Sky (C1- C3]. 

She acted (Dr), Lady ... Jaguar, Lady Ix Moun- 
tain, Ahau Bacab (E1- Kr). 


Lintel 21 

And so it was 9 baktuns, o katuns, 19 tuns, 2 uinals, 
and 4 days on 2 Kan (A1—A4], 8th Lord of the Night 
(B4), Moon Age 7 (B5), 3 lunations in the half-year 
ended (A6). Name of lunation, 29 days in the luna- 
tion (B6), on 2 Yax (A7), was dedicated the cache 
in the building called Chan Xunal (A7b- B7b], the 
house of Mah K'ina Moon Skull (B7b—B8), the 7th 
successor of Yahau Te, the founder of Yaxchilan 
(Cr -D2). And it was 5 days and 16 uinals and 1 tun 
and r5 katuns later, on 7 Muluc 7 Zec (C3- D], it 
was planted the cache in Chan Xunal (C6) [by] the 
Sky God, Bird Jaguar IV, 3 Katun Ahau, He of 20 Cap- 
tives (D6- D$]. 


Lintel 23 Front Edge 
On ro Muluc 17 Uo (Ar- Br) was dedicated U Pasil 
(A2 —B2], House of Lady Xoc (C1—D1}, the sibling of 
Lady Pacal [Xoc?] (C2—D2). She was child of the 
mother Lady Xibalba [Er — E2) and child of the father 
the 1 Katun, the Secondary Lord Ah Kan Nun K'abal 
Xoc (F2—J1) who was the sibling of Lady Na Ta Hal 
Tun Bacab (I2-Kr), who was the mother of Na 
K'abal Xoc (L1—L2). [The genealogy recorded on this 
lintel is very convoluted and not well understood.] 


Lintel 23 Underside 

Its change 16 days, 5 uinals, and o tuns after it had 
happened, 7 Imix 19 Pop (A1— C3], it ended his 5th 
tun in the 3rd katun as Ahau of the lineage (D2.— B3], 
the Sky God (C3—D3), the Guardian of Ah Ahaual, 
Shield Jaguar, Holy Lord of the Split Sky Place 
(A4—D4A). And then it happened, 6 Caban 15 Yaxkin 
(A5—C5], entered the smoke (D5] Ok K'in Ha Nal 
(name of Temple 23) (A6), its holy name (B6), the 
house of (C6) Holy Lady (D7) West (B8) Chac Te (C8], 
Lady Ahau Te (D8] ... Lady Xoc . . . under the aus- 
pices of the 4 Katun Ahau Shield Jaguar (Er - H8). 


Lintel 24 
On 5 Eb 15 Mac (Ar- Br) it was happening (Brb), 
the autosacrifice (Cr) with the perforator (Dı), his 
autosacrifice, the 4 Katun Ahau (E1) Shield Jaguar, 
Guardian [Fr) of Ah Ahaual (F2), Holy Lord of the 
Split Sky Place (F3). 

It was happening, her autosacrifice, Lady Fist Xoc 
(G1—Ga). | 

It was dedicated, the sculpture, [by| Macaw Chac, 
the Sculptor (H1—Ha). 


Lintel 25 Underside 
The One Who Scatters Incense, Lady Xoc, during the 
vigil for the ceremony in the plaza at the Split Sky 
Place (H1—I3). 

On 5 Imix 4 Mac (Ar), its conjuring, its substitute 
spirit (Br), its flint lance and war shield (Cr), of He of 
Smoke, O Chac (Dı), its holy perforator to conjure 
(Er) the 4 Katun Shield Jaguar, the Guardian of Ah 
Ahaual, the Holy Lord of Yaxchilan, Bacab (Fr —F4]. 

It is recorded, [the] alter ego [in?] [of?] the house of 
the Founder of the Lineage (Gr —G2]. 


Lintel 25 Front Edge 

There is a change (Ar) of o days, 7 uinals, 2 tuns 
(B1—B2), and 2 katuns later, since the conjuring of 
the founder’s spirit, in the plaza at the Split Sky 
Place (C1 -D2). And then it happened, on 3 Imix 14 
Ch'en, she dedicated (Er—F2) the carving of her 
temple, Lady Holy (G1—H2) Lady Sky God Xoc, 
Lady K'abal Xoc (I1~J2), Lady Chac Te, in the open- 
ing to the Underworld at the Split Sky Place 
(K1—L2). His territory, the Guardian of Ah Ahaual, 
Shield Jaguar, Holy Lord of the Split Sky Place 
(M1—N2). 


Lintel 26 Underside 
On 12 Eb o Pop (Or—O2»] it made its debut (O3), the 
sculpture .. . Ah Sak (the name of the Elegant Knot 
Artist} (R4). 

He is going to leave (S1—T1) grasping? (Tıb)... 
on the jaguar throne (U2) 7 Kinich Ahau, 4 Katun 
Ahau (U3-UA4| his Guardian, Ah Ahaual (V1), 
Shield Jaguar, Holy Lord (Wr- Xr). 


Lintel 26 Front Edge 
On 9.14.14.13.17 6 Caban, G7 was the Lord of the 
Night, it was 8 days since the lunation arrived, the 
4th lunation had ended, [Name of Lunation], its holy 
name, 30 days in the unripe lunation, on 15 Yaxkin 


(Ar—-G2], to enter (H2) Name of Temple, its Holy 
Name House (Ir-1I2). She saw it (?) (J2). . . Lady Xoc 
in the land of Shield Jaguar, Holy Lord of the Split 
Sky Place (K1—N2). 


Lintel 27 

On 6 Chicchan 8 Zac her spirit was diminished 
(Ar—B2], Lady 6 Katun (Dra) Chac Te (Drb), Lady 
Pacal, Lady Yaxchilan Ahau, Lady Bacab (C2—D2). 
And then 9 days and 5 uinals and 17 tuns and 1 ka- 
tun, it happened on 6 Ix 12 Yaxkin, his spirit was di- 
minished (E1—F2}, the 5 Katun Shield Jaguar (Gr, 
the Guardian of Ah Ahaual (Hr), the Holy Lord of 
the Split Sky Bacab (G2). And then o days and r7 
uinals and 6 tuns (H2) [see Lintel 59]. 


Lintel 28 

Lady Xoc (A1—Br). And 9 days and 15, 16, or 17 
uinals and 1 tun later (A2), on ro Akbal 16 Uo 
(B2—Cr1}, her soul is diminished (D1). Lady One 
Man, Lady Serpent, ... Holy Lady Ik Skull (C2- 
Frb). And then 14 days and 9 uinals and 4 tuns later 
(Fr—E2], on 6 Caban ro Zac (F2), it is dedicated (G1), 
the... of(?) Lady Xoc (Hr-H2|. 


Lintel 29 
Under the patronage of the month Yax it was 
9.13.17.12.10 8 Oc (A1- A4). The 7th Lord of the 
Night ruled (B4) . .. 15 days after the full moon ar- 
rived (Dr), five lunations had ended (C2), . . . was the 
holy name [of the unripe moon] (D2). It was a luna- 
tion of 30 days (D3). Six . . . fire is drilled (C4—Ds5). 


Lintel 30 

And 17 days, 1 uinal, and 1 tun after 1 Ben 1 Ch'en 
(Ar — B2), when it was set in place (A3), the east (B3), 
red (A4); God K, the first created lord (A5—B5). On 
I3 Yax was born (Cr- Dr), Bird Jaguar IV (C2), He of 
20 Captives (D2), Holy Lord of Yaxchilan, Holy Lord 
of the Split Sky Place (C3). And 10 days and 5 uinals 
and 3 tuns and 2 katuns later (D3 — C4], his dance on 
II Ahau 8 Zec, he took the bundle as Ahau of the 
lineage (D4-D5). 


Lintel 31 
Bird Jaguar IV, He of 20 Captives (Ar —Br), Holy Lord 
of Yaxchilan, Holy Lord of the Split Sky Place. And 
then o days and o uinals and 13 tuns later, counting 
to 2 Ahau 8 Uo (B2— A4|, fire is drilled to dedicate 
Mah K'ina Itzam Na... its holy name, the temple 
(B4— Cr] [of Bird Jaguar] (Dr), He of 20 Captives, 3 
Katun Holy Lord of Yaxchilan, Holy Lord of the Split 
Sky Place (C2—D2). And then o days and o uinals 
and 7 tuns, it was dedicated (?) (C3—D3) on 13 Ahau 
18 Cumhu (C4-D4] .. . (C5), its 17th katun (Ds). 


Lintel 32 
On 6 Ben 16 Mac (A1—B1} he went dancing (C1- Dr] 
the bundle (Er— A2), the Sky God (A3— A4), Shield 
Jaguar (A5), the Guardian of Ah Ahaual, the 5 Katun 
Ahau (A6—A8}, Ah Kan (Ag)... Holy Lord of Yax- 
chilan, Holy Lord of the Split Sky Place (A11— A12]. 


Lady Holy Lady Ik Skull, "Sky Title" Lady Ah 
Chul, Lady Chac Te (Hr-K3). 


Lintel 33 

On 5 Cimi r9 Yaxkin (Ar—-Br] he goes doing the 
dance (C1—D1), raising the sky (Er—Fr). His9.. . le 
U Chac (Gr- H1]. . . (A2). . . the Sky God (A3- A8), 
Bird Jaguar IV, the 3 Katun Lord (A8), Guardian of Ah 
Cauac, Guardian of Jeweled Skull (Aog—A r2], He of 
20 Captives, Holy Lord of Yaxchilan, Holy Lord of 
the Split Sky Place (Ir—I3), West (I4) Chac Te, Bacab 
(14—16). 


Lintel 34 
... His holy bone (?) (Ar-Br] ... Holy Sky God 
(A2—B2) ... Ahau (B3) ... Lady Chuen (As5- B6), 


Lady Yax Pa Wa (1)... 


Lintel 35 

Its tenth in the succession of the royal accession 
(A1—-Br) Mah K'ina Skull (A2), Holy Lord of the Split 
Sky Place (B2), had a relationship with Ah Cauac. . . 
Ahau ... Jaguar [title] (A3—B4). Had a relationship 
with 9 [Name] [Titles] (A6—A7) Stela Lord (B8). Had 
a relationship with (Cr) [Titles] (D1—D2) Knot Eye 
Jaguar, Lord of the Mat of Bonampak. On 1 Cimi 14 
Muan (C4—D4) [relationship? verb] ... placed the 
stone? (D6) Site Q Emblem Glyph (C7}... 


Lintel 37 

Its 8th in the succession of the royal accession 
(Ar-Bri) was Bird Jaguar II, Lord of the Place of 
the Split Sky (A2—B2). Had a relationship (?) with 
(A3)... Turtle Shell of Piedras Negras (A6—B6). Its 
oth in the succession of the royal accession (A7 —B7) 
was Knot Eye Jaguar, Lord of the Split Sky Place 
(A8—B8). He had a relationship (?) (Cr) with [Name] 
of Bonampak (Dr-D3). He had a relationship with 
Kan Te ... Ahau (D4—Ds5). On 1 Cauac 7 Yaxkin 
(C6) he had a relationship with Jaguar . . . Ahau Jag- 
uar Paw Skull (?) of Tikal (D6—D8). 


Lintel 38 
On 3 Ix 7 Mol (Ar- Bi) it was conjured, the God K 
Spirit (B2—A3}, Lady Holy (A3-B3] Lady 6 Tun 
(C1—D1), Lady Ahpo Ik (C2—D2), Lady Bacab, West 
Chac Te (C3- D4]. 


Lintel 39 
On 4 Imix 4 Mol (A1—Br) he conjured (A2) the sub- 
stitute spirit of God K (B2), his territory (A3), he does 
it (A4), the Sky God (B4— C3), Bird Jaguar IV (D2), 3 
Katun Ahau, He of 20 Captives (C3—D3), Holy Yax- 
chilan Ahau, Holy Ahau of the Split Sky Place 
(C4—D4]. 


Lintel 40 
On 13 Ahau 18 Zip (Ar- Br] she conjured the sub- 
stitute spirit of God K (A2—B2), Lady Holy (A3- B3) 
Lady Jaguar (A4- B4), Lady Ix (C1—D1) ... Ahau 
(D2), Lady Bacab (C3-D3), West (D4)... 


277 


English Paraphrases 
of Yaxchilan 
Hieroglyphic Texts 


278 


Appendix 3 


Lintel 41 
On 7 Imix 14 Zec (A1—B1} the star-shell-blood event 
sa... huk (B2). Was captured Jeweled Skull (Cr- 
C2) by (C3) Bird Jaguar IV, Guardian of Ah Cauac 
(C4—- C5), He of 20 Captives, 3 Katun Holy Ahau 
(Er—E3). Lady 6 Sky Ahpo Ik, Lady Bacab (F1—F4). 


Lintel 42. 

On 12 Ahau 8 Yaxkin (Ar- Br! he did the display 
of the God K scepter (Cr-B25). He danced the... 
(B3— C3]. Its shell-stone (?) (Dr), 9 God K, He of Fire 
O Chac (E1—E2), his holy perforator (D3), he con- 
jures (E3), Bird Jaguar, He of 20 Captives (D4- E4], 3 
Katun Ahau, Guardian of Ah Cauac, Holy Lord of 
the Split Sky Place (F1—F4). 


Lintel 43 
On 8 Cimi 14 Mac (A1- Br) he dances (1), Bird Jaguar 
(A2—B2], . . . Guardian of Ah Cauac (A3- B3), He of 
20 Captives, Holy Lord of the Split Sky Place (C1—- 
C2). Lady Ix Witz, Lady Bacab (D2—D4). 


Lintel 44 


On 13 Ahau 3 Muan (A1—A2} was captured (A3) 


[name] by Shield Jaguar, Holy Lord of the Split Sky 
Place (A6). 


Lintel 45 
On 12 Imix 4 Pop (A1- Br) [was captured Ah Ahaual] 
(Br —A2) by (A2b| Shield Jaguar (B2) . . . [Guardian of] 
Ah Ahaual Ahau (Cr- C3) [title] (C3), his replace- 
ment spirit (Cs), the remembering of his shield 


16) e cs 


Lintel 46 

On [9.] 14. [1.7.14] 5 Ix... was the 14th day of the 
lunation, the 3rd lunation had ended ... its holy 
name [of the lunation], 30 days in this lunation 
(B3—F2), on 14 Kankin (G2) was captured (F3) Ah 
Kan [titles] (G3—G4) by Shield Jaguar (F5—Gs), 
Guardian of Ah Ahaual (F6—G6), Holy Lord of the 
Split Sky Place, his replacement (F7—G7], Knot Eye 
Jaguar (G8), his axe, his flint shield (Fg—Gog).. . 


Lintel 47 
The 12th lunation had ended . . . was its holy name 
(A1—A2), 29 days in the lunation, on 19 Pax (B2—B3], 
he acceded as Ahau of the lineage (A4— B4) [titles of 
Ruler ro] (Ag—D3), child of the father [titles] Mah 
K’ina Moon Skull (C4—D7}, Split Sky Ahau (D7- 
C8), Chac Te (?) (D8). 


Lintel 48 
Under the patron of the month Pax there were 9 
baktuns and 4 katuns and 11 tuns and 8 uinals and 
15 k'ins on 2 Cib... 


Lintel 49 
. . . (Ar- B2) the sth in the succession of the royal 
lineage (A3—B3) was ... (A4—-B6). The 6th in the 
succession of the royal lineage was Mah K'ina Skull 
I (A8—B8}, who had a relationship (?) (C1) with... 


Bird Jaguar of Bonampak .. . (D1-D3). The 7th in 
the succession of the royal lineage was Moon Skull I, 
Split Sky Ahau (C4-D5). He had a relationship with 
Turtle Shell of Piedras Negras (C6—C7) and a rela- 
tionship with . . . (D7—D8). 


Lintel 50 
He danced the flapstaff and raised the sky (A1-— 
A3), Mah K'ina Skull III (A4—A5], [title], Holy Lord 
of Yaxchilan, Holy Lord of the Split Sky Place 
(A6—A8]. 


Lintel 52 
On 7 Ahau 19 Pop (A1—Br}, [verbs] (A2—- Cr), 
Ch'ahom [title] (D1) Bird Jaguar IV, He of 20 Cap- 
tives (C2—D2), 3 Katun Ahau, Holy Yaxchilan Lord 
(Er-Fr]. He went doing it (G1) ..., Shield Jaguar 
Chel-te (Ir-12), Mah K'ina Holy Yaxchilan Lord, 
Holy Lord of the Split Sky Place (I3—K1). 


Lintel 53 

On 7 Ben 16 Mac (Ar- Br] he danced with the up- 
ended vase (?) (Ba—Cr), Shield Jaguar, the Guardian 
of Ah Ahaual (D1—C2)}, 5 Katun Ahau (D2). She 
went doing it with the upended vase (Er—E2], Lady 
Ik Skull Sky (E3—F1), Lady Ah Chul Nu (G2)... 
Chac Te (G3), Holy Yaxchilan Lord, Holy Ahau 
(H1—Hz2). 


Lintel 54 
On 8 Ahau 8 Zotz (A1—B1) he danced the [name of 
dance] (A2—B2], Bird Jaguar, the Guardian of Ah 
Cauac (C1—C2). Lady Great Skull (Er), Secondary 
Lady Nax Ahau, Holy Yaxchilan Ahau. 


Lintel 56 
Under the patronage of Zip, it was 9.15.6.13.1 7 Imix 
(A1—C2], the oth Lord of the Night reigned, 11 days 
into the lunation, 5 lunations had ended, there were 
30 days in the lunation (D2—F2), on 19 Zip (Gr) it 
was dedicated (Hr), [mame] was its holy name (G2), 
the temple of (H2) Lady (Ir), Lady of Site Q (?] (Jx), 
Lady Choc Te (I2), Lady (J2) under the auspices of 


(J2b) the 5 Katun Ahau (Kr), Guardian of Ah Ahaual 


(Lı), Shield Jaguar, Holy Lord of the Split Sky Place 
(K2), Holy Lord of Yaxchilan, Bacab (L2). 


Lintel 57 
Lady Skull (Ar — B1), Lady (Cr], Secondary Lady (C2), 
Woman of Yaxchilan (C3). Chel-te (Dr), Sky, Mah 
K'ina, Holy Lord of the Split Sky Place (D2 —D3]. 


Lintel 58 
He of 7 Captives, Lord Great Skull (Ar-Br), the 
mother's brother (C1) of Chel-te (Er), Sky, Mah K’ina 
(E2], Shield Jaguar, Holy Yaxchilan Lord (E3—E4]. La 
chi Great Skull, Mother's Brother Ahau (Dr -D3]. 


Lintel 59 
And then on 3 Ix 17 Zip (Ar—Cr) was diminished 
her soul, Lady Sky God Xoc (Dr —Hr). 


Lintel 60 

The rst succession in the royal lineage (A1—B1) was 
Penis Jaguar (A2), Split Sky Lord (B2). He had a rela- 
tionship to (?) (C1) ... Turtle Shell (A6). The 2nd 
succession in the royal lineage was GIII Jaguar, Split 
Sky Ahau (B6—B8]). He had a relationship to ... 
[names] (Cr- D2). The 3rd succession in the royal 
lineage was Bird Jaguar I, Split Sky Ahau (C3-D4]. 
He had a relationship (?) to [names] (Cs- C7). The 
4th succession in the royal lineage was Yax Horn 
Skull (D7 - D$). 


Stela 1 

Under the patronage of the month Zip, it was 
9.16.10.0.0 3 Ahau (A1—D3)..., the first lunation 
had ended, there were 30 days in the lunation, . . . on 
3 Zip he scattered his blood, Sky God, Bird Jaguar, 3 
Katun Ahau, Guardian of Ah Cauac, Guardian of 
Jeweled Skull, Holy Yaxchilan Ahau, Holy Ahau of 
the Split Sky Place, Bacab, Chac Te. 


Stela 3 
It was completed, his rst katun as Ahau of the lin- 
eage, Bird Jaguar III, . . . 6 Tun, Guardian of Great 
Moon, Holy Yaxchilan Ahau, Holy Ahau of the Split 
Sky Place. 


Stela 4 
Lady Moon ... Lady Great Skull, Secondary Lady, 
the mother of... 


Stela 6 
Under the patronage of the month Uayeb, it was 
9.II.I6.10.13 5 Ben(A1—A5)]. .., it was the 6th day 
of the lunation, 2 lunations had ended, . . . was its 
holy name, there were 29 days in the lunation 
(A6—C4)], on 1 Uayeb (Cs) it was completed (C6), his 
second katun as Ahau of the lineage (C7), Bird Jaguar 
III, Guardian of (C8) Great Moon, He of 6 tuns (C9), 
Holy Lord of the Split Sky Place, Bacab (C1o—C11). 


Stela 7 

Sky God, Shield Jaguar II Chel-te, Mah K'ina (pD1— 
pD3], Guardian of Tah Mo’, guardian of Ix Witz 
(pC4—pD4), Holy Ahau of the Split Sky Place, Holy 
Yaxchilan Ahau, the unripe Bacab (pC5—pDs). Child 
of the mother Lady [titles], Holy Lady Great Skull 
Zero (pD6—pD7]|, Secondary Lady and child of the 
blood [of Bird Jaguar IV]. . . the 3 Katun Ahau, Holy 
Ahau of the Split Sky Place, Holy Yaxchilan Ahau 
(pC8—pDro). 


Stela 9 
On 12 Ik, seating of Mac, he danced (A3), shaking 
(B2) [his loincloth], Bird Jaguar III, Holy Yaxchilan 
Ahau. 


Stela 10 
Lady Ik Skull, Holy Lady of Site Q, East Chac Te. 


Stela 11 
On 12 Cib 19 Yaxkin he danced the stood-up sky, the 


5 Katun Shield Jaguar, Holy Ahau of the Split Sky 
Place (Li- M3). 

On 9 Ahau 18 Xul (C1- Dr) he placed upright (Er) 
his stela (Fr], yetbal (G1), the 5 Katun Lord. . . West 
Chac Te (Hr- Kr), under the auspices of the Guard- 
ian of Ah Cauac, Bird Jaguar IV, He of 20 Captives, 3 
Katun Ahau, Holy Yaxchilan Lord, Holy Lord of the 
Split Sky Place (G2—G9). 

On 1 Imix 19 Xul (Yr-Zz1) he went doing (A'r) 
... 3 Katun Ahau, Bird Jaguar (C'1- D'1], the Guard- 
ian of Ah Cauac, Holy Yaxchilan Lord, Holy Lord of 
the Split Sky Place, Bacab, West Chac Te (C’2—D’5). 
She went doing, Lady Ik Skull, Holy Lady (Wr —W4). 

... Shield Jaguar, the Guardian of Ah Ahaual, 
Holy Lord of the Split Sky Place (X1—X4]. 

Under the patron of the month Zec, it was 
9.16.1.0.0 r1 Ahau, G8 was the Lord of the Night 
(A1—A8],... this was the 12th day of the lunation, 
the 5th lunation had ended . . . was its holy name, 
there were 39 days in this lunation . . . (Aro- Br). It 
was 6 days and 3 uinals and 1 tun earlier, on 1 Ix 7 
Uo was the seating of the 819-day count in the north 
(A2—A7]... on 8 Zec (Brob| he took the bundle as 
Ahau of the lineage (B11). . . Sky God (B12—B13}, 1 
Akbal Cimi Uinic (B14), Bird Jaguar IV, He of 20 Cap- 
tives (B 15}, Holy Lord of the Split Sky Place, Bacab 
(B16). | 

Under the patronage of the month Zec, it was 
9.16.1.0.0 11 Ahau (N1- O4], G8 was the Lord of the 
Night (Pr), it was 12 days into the lunation, the 5th 
lunation had ended, ... was its holy name, there 
were 30 days in the lunation (Qr— P3], on 8 Zec (Q3) 
he took the bundle as Ahau of the lineage (P4-R t1), 
Bird Jaguar IV, Guardian of Ah Cauac, 3 Katun Ahau 
Chac Te, Holy Ahau of Yaxchilan, Holy Ahau of the 
Split Sky Place (S1—5S4). He was child of the woman 
Lady Ik Skull, Sky, Holy Lady, Lady Bacab (Tr— T3], 
and child of the blood of the 5 Katun Ahau Shield 
Jaguar, Guardian of Ah Ahaual, Holy Yaxchilan 
Ahau, Holy Ahau of the Split Sky Place (T4— V4). 


Stela 12 
On 6 Ix 12 Yaxkin (A1—B1} was diminished his soul 
(A2—B2), Ch'ahom 5 Katun Ahau (A3—B3) Shield 
Jaguar, the Guardian of Ah Ahaual, the replacement 
of 6 Tun [Bird Jaguar III] (A4—A6). Count until 11 
Ahau 8 Zec (B6—Dr), was seated as Ahau of the lin- 
eage (C2—D2} Sky God (C3—D3], the Guardian of Ah 
Cauac (C4] Bat (D4) Jaguar (C5), Holy Yaxchilan (C4) 
Ahau, Holy Lord of the Split Sky Place (D5—D6). 

He went doing as the shamanic alter ego. . . man 
of the one who incenses (Er — F2), the 5 Katun Ahau 
Shield Jaguar (E3—F3), the Guardian of Ah Ahaual 
Ah Kan...the Guardian of (E4—F5)... 

The 5 Katun Ahau, Yahau Te (Gr—Hi|, its first 
replacement spirit, God K (G2—H2), its first ... 
(G3—H3}, the 5 Katun Ahau Ballplayer (G4—H4). .. 


Stela 15 | 
On 12 Imix 4 Pop (A1—B1) was captured Ah Ahaual 
(A2—B2) by the 5 Katun Ahau Shield Jaguar, Guard- 
ian of..., Holy Ahau of the Split Sky Place 
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(A3—B5), Guardian of ... Ah Ahaual Ah Kan Bacab 
(C1- C3). 


Stela 16 
On 7 Chuen r9 Yaxkin he danced the stood-up sky, 
the 5 Katun Ahau, Shield Jaguar, Holy Ahau of the 
Split Sky Place. 


Stela 18 
Between day and night on 3 Eb 14 Mol (A1r— A3] was 
captured Ah Chuen . . . of the Bat Place (A4—A8) by 
the wielder of the obsidian bloodletter (Ao — A1 1), He 
Who Incenses (A12) ... Sky God (Br), Sun, Holy 
(C1), headless GHI (B2) He went remembering 
(C2—B3) the bundled (?) sky [serpent?] (B3), Sky, God 
K (C3). He bundled the sky (?) in the earth and sky 
center (B4— C4] . . . the obsidian lancet (B5) with the 
sky in hand [a ceremonial staff?] (C5), Ahau of sacri- 
fice |?! (B6) with 9 hotun bloodlettings (C6] . . . dedi- 
cated in the sky center (?) (D1) the 5 Katun Ahau, the 
5 Katun Bate (Er —D2), He of One Great Fire Event 
(E2), He of 3 Period Ending Stelae (D3), Guardian of 
Ah Ahaual, Shield Jaguar (E3—E4], Holy Yaxchilan 
Ahau, Holy Ahau of the Split Sky Place, Bacab, Chac 
Te (Ds —E6]). 

Ah Pom (?) Chuen of the Bat House (Fr —F3). 


Stela 20 
On 6 Ix 17 Kankin (A1—A2} was captured (A3)... 
Ah Kan... (A6) by (A7) the Guardian of Ah Ahaual 
(B1 — C1), Shield Jaguar, the 3 Katun Ahau (Dr|, ... 
(Er) Bacab, Chac Te (D2.— E»). 


Stela 35 
On 4 Imix 4 Mol (Ar- Br) was conjured the sha- 
manic spirit of God K (A2—B2) in the territory of 4 
Lady Mah K'ina (A3—B3], 4 Lady. . . (A4]. It was re- 
corded with the obsidian lancet (B4— Cr], Lady Ik 
Skull, Sky, Lady Holy Ba (C2- C4]. 

She went doing it with. . . (Dr —Er) Lady Ik Skull 
(D2), sky quality (E2), Holy Lady (C1— C2], mother of 
(Gr) the 3 Katun Ahau (H1) Bird Jaguar IV (G2), Holy 
Ahau of the Split Sky Place, Holy Yaxchilan Ahau, 
Bacab (H2- I2). 


Hieroglyphic Stairway 2, Step VII 
On 13 Manik 5 Pax (Ar- B1) was the axe sacrifice of 
the head of Hunahpu (A2- B2). It was the rst replace- 


ment of the Defeated One (A3—B3). And 17 days and © 


o uinals and 19 tuns and 5 katuns (B3—As), count 


until 9 Cib r2 Xul (B5 — B6), was the axe sacrifice (Cr) 
of 1 Lizard Head (?) (C2), the 2nd replacement of the 
Defeated One (D2—- C3). And then 11 days and 14 
uinals and to tuns and 8 katuns and 3 baktuns 
(D3—C;5], count until 1 Ahau r5 Xul (D5—D6}, was 
the axe sacrifice(?) (E3) of Great Jeweled Ahau (?) (E4) 
... (F4), the 3rd replacement of the Defeated One 
(Es), Ballcourt (F5), the Black Chasm (G5) . . . (E6], 
Count to 6 ... (F6—G6). Its location in the light 
and darkness (H6), 13.13.13.13.13.13.13.13 (I1- L2], 
9.15.13.6.9, Lord of the Night, 3 Muluc 17 Mac 
(M1—P2), was the conjuring of the 3rd Defeated One 
(Qr-Rr) in the Ballcourt, his stairway (Q2—R2). It 
was recorded Yax Lot Hun Uinic Na Chan (name of 
the vision serpent) (Q3- R4), the 3 Katun Ahau, He 
of 20 Captives, Bird Jaguar IV, Holy Ahau of Yax- 
chilan, Holy Ahau of the Split Sky Place, Bacab 
(Qs - R7). 


Hieroglyphic Stairway 3, Step III 

Under the patron of the month Pop, on 9.12.8.14.1 
I2 Imix (A1- B4], . . . it was 7 days into the lunation 
(B7), 5 lunations had been completed (Dr), . . . was 
its holy name (C2), there were 29 days in the luna- 
tion, on 4 Pop (D2) was captured Ah Ahaual ... 
(C3—D3), remembering the shield (?), with 9 blood- 
lettings (2). . .(C4—Da), the Guardian of Ah Ahaual, 
the Guardian of . . . (C5-D5], the Guardian of Flint 
Shield, the Guardian of ... (C6—D6), He of Fire, 
Chac (C7|, Shield Jaguar, Holy Yaxchilan Ahau (D7], 
Holy Ahau of the Split Sky Place, Bacab (C8). Then it 
was o days and 12 uinals from the capture of Ah 
Ahaual, until ; Imix 4 Mac, his hand held the mirror 
(D8—-Dro)...until his hand held the mirror (Drr], 9 
bloodlettings (Cr2), He of Fire Chac (Dr2]. . . (C13), 
One Who Incenses (D13).. . 


Hieroglyphic Stairway 3, Step IV 
On 7 Imix 14 Zotz (A1) was the dedication of Chan 
Te Zotz (name of house) (B1), its house (Aza). Its re- 
cording . . . (A2b—- B2) 4 Katun Zotz Kin (A3), Ahau 4 
Katun (B3), Ahau, Guardian of Ah Ahaual, Shield 
Jaguar (A4—Ba), child of the mother Lady Pacal, Lady 
of Yaxchilan (A5—Bs), child of the father 4 Katun 
Ahau, 6 Tun Bird Jaguar (A6 — B6), Holy Ahau of Yax- 
chilan, Chac Te. And he remembered (?), Kan Bat, 
the debut (?) of the guardian of Bat (?) (B7), the Sec- 
ondary Lord (C4), the sibling of (C5) 7 . . . (C6), the 
holy Yaxchilan sky-center place (?) (C7). 
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